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Arts education provision in the United States today is multi-faceted
and complex. Many non-school entities have launched arts learning
programs to supplement what is currently lacking in public schools,
significantly changing the way young people interact with the arts during
the school day. Nonprofit arts organizations are not only providing
crucial educational services to schools, but are increasing both public
and political support for art education through their successes.
These organizations have proven to be more powerful in combination
than in isolation; coordination between K-12 schools, nonprofits,
foundations, government agencies, and higher education institutions
shows signs of progress in creating access and equity in art education
for young people. Yet, art education programs, whether provided by
schools or by nonprofits, are influenced to a significant degree by an
array of educational policies—many of which undervalue the arts. In the
current political climate, equity in education is more important than ever.
To succeed in the long run, art education providers and supporters can
commit to creating a policy context that allows their efforts to produce
lasting change, convening to compete against political and structural
systems that depreciate the arts.
The power of the arts in education lies in their ability to tap into the
creative capacity of all youths. In an increasingly global society, visual
culture offers lessons that all children should be allowed to benefit
from—lessons grounded in inquiry and problem-solving, expression
and communication, innovation and joy. The importance of the arts
in a strong public educational system is irrefutable. Committing to
systemic educational change will help us to avoid relying on nonprofits
to be the primary providers of art education to public school students.
In this way, school districts will be responsible for ensuring all students
receive a high-quality arts education, and arts supporters can, in
turn, offer schools an array of resources that enrich the arts-learning
experience for students.
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For Jacob,
and all the art-loving kids
who’ve taught me so much.

“Art is a must.
It has to be.
It’s part of why
students go to school.
It’s part of how
students learn about
everything else.”
– GL E N N A AV I L A
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Creating Access and Equity in Art Education: Strategic Partnerships for Systemic Change
examines the diminished state of art education in United States public schools, reveals
how nonprofit arts organizations supplement what is lacking in the current educational
system, and offers current examples, based on interviews, to place these issues in
context. A history of the National Endowment for the Arts and an examination of arts
funding, both public and private, provides a backdrop for the weakened state of the arts
in schools. Exploring educational policies such as No Child Left Behind and the Every
Student Succeeds Act reveals how federal and state mandates impact the availability
of art education in local districts. The author examines the integrity of art education,
including curriculum development, teaching, and assessment, as well as social justice—
how access to the arts in schools varies based on socioeconomic status. Crucial
methods for reversing the under-valuing of the arts in public school systems are put
forth: partnership-building among arts education supporters, schools, and nonprofits;
strategic planning and forging a common agenda; art education advocacy and policy
initiatives. Finally, an examination of current organizations working for increased
access to art education reveals how crucial nonprofits are to providing art education
within public schools, as well as how these issues play out in the current landscape. The
author concludes that increased access and equity in art education for all students might
be achieved through partners working toward educational policy change.

INTRODUCTION

In the United States today, striking inequities
exist in public school art education; while some
schools have established programs with exceptional
arts courses, many more have few art offerings or none
at all. Public schools can often be “characterized as
having arts education programs that are fragmented...
run by an array of private, nonprofit brokers and arts
and culture organizations in partnership with public
school districts” (Spilka, 2009, p. 4).
A now commonplace countermovement to the
decline of public school arts education is a partnership
model, in which a nonprofit organization outside of
the school district operates as a facilitator between
the arts community and school system, delivering
arts education during in-school hours. “The players
have changed and grown in number since the early
1970s, when the stage belonged largely to local
school districts... An array of arts learning providers
has entered the field in response to changes in fiscal
support for arts education, and more government
agencies and philanthropic organizations now take
part” (Bodilly, 2008, p. 18).
The phenomenon of nonprofits subsidizing art
education in public schools results from a lack of
understanding about the importance of the arts to
schools and to children. Federal education policy
has encouraged school administrators to devalue or
disregard the arts, leading to decreased arts funding.
This cycle perpetuates the devaluing of the arts in the
United States more generally, and has created the need

for nonprofits to work in school systems to provide
much-needed arts learning opportunities to students.
Encouraging this practice are public and private
funders, who have established grant programs to create
financial incentives for schools to form partnerships
with arts organizations in their communities. “As
funding from these sources expanded, more and more
schools drew on these programs, and today’s arts
organizations have an established place in the arts
education landscape” (Zakaras, 2008, p. 40).
The emergence of nonprofit arts providers has
been beneficial on several fronts, granting more
students access to the arts, yet it also makes it more
acceptable when schools fail to establish their own
dynamic, high-quality, in-school art programs.
When schools can easily turn to outside sources to
fill gaps in their curriculum, there is little incentive
to allot funding or time toward robust school-based
arts programming. Educational policies devaluing
the arts have created the need for, and therefore the
proliferation of, educational arts nonprofits. These
arts nonprofits expand beyond their own doors,
bringing the arts into public school systems and
offering quality art education to students—but
they can go further. Nonprofits serving youth can
both provide art programs to students and begin to
move toward systemic change that ultimately places
the responsibility of delivering high-quality arts
education back on schools.
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Nonprofit art education providers have been able to surmount some of the weaknesses
of public school systems, and it is important to recognize the artistic assets that exist
in communities, but we cannot rely on these organizations to shoulder the burden of
art education alone. While recognizing the important work of arts nonprofits, we must
acknowledge that there is simply no way these organizations can reach every student, or
cover the breadth that school-based arts learning could. Schools, and the education policies
that sustain them, have “the broadest responsibility and the most resources for providing
equitable access to arts learning. Community-based programs cannot be expected to be
as comprehensive, sequential, or far reaching as school instruction” (Zakaras, 2008, p.
29). We cannot rely on nonprofits to solve this complex problem, but schools can look to
nonprofit organizations as models.
Schools and nonprofits can share resources—more effectively partnering in arts
curriculum planning, teacher training, and integrating arts programs into the school
day—and can also work together toward effective, broader educational change. Schools
can also support the work of these organizations and become true partners in delivering
arts to students, rather than treating these nonprofits as outsiders: “A general lack of
collaboration exists between school and arts organization personnel because school
personnel perceive themselves as consumers of ‘products’ instead of true partners in
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these programs” (Amrein-Beardsley, 2009, p. 11). Maximizing the effectiveness of their
partnerships with nonprofits, school administrators can ultimately seek to build upon
nonprofit art programs and design strong, sustained in-school art education programs
for their students, provided by the school district itself. In this way, schools shoulder the
responsibility of providing high quality arts education, and education is enhanced through
the support of diverse entities outside of schools, including nonprofit arts organizations.
Nonprofit art programs for students cannot be leveraged for larger educational change
in the absence of public will and policy commitment. Schools can work with nonprofits to
build public support for expanded and systemic approaches to changing the landscape of
public education—change that will ensure quality arts education for all children. “Longterm building of coordinated arts and education program delivery systems for all children
requires significantly more public and private resources” (Spilka, 2009, p. 3). All children
should be entitled to receive the high-quality, robust arts learning opportunities these
nonprofits offer to the communities they serve. Nonprofits serving youth can and should
continue to offer art programs to local students, but in order to bring about systemic
change, they must also commit to effective advocacy efforts for educational policy-change,
local to federal, which will guarantee that schools shoulder the responsibility of delivering
high-quality arts education to all students.
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CHAPTER 1
Background

Why I Care.
Growing up in New Jersey’s suburbs, the arts were a
part of my everyday existence. From a young age, I was
drawn to making. With a solid educational foundation
and a support system that instilled in me a sense of
possibility about my future, I was encouraged to
succeed in both creative and academic pursuits. I am
a product of public education, and of a public school
district that valued the arts as a crucial part of a robust
curriculum, where full-time art teachers taught in
every elementary school, and a range of arts electives
were offered in middle and high school.
As a designer, I know how important it was to
be exposed to art as a child. In art class, I learned
how to problem-solve—how to look at materials and
puzzle out multiple workable ideas, how to pick the
most effective solution and create a final product,
uniquely my own. A visual learner but always shy in
class, I learned to communicate ideas to teachers and
to collaborate effectively with peers when art opened
new avenues of dialogue; sharing my work sparked
deeper connections with others. I became more
comfortable receiving constructive feedback and
learned how and when to defend my point-of-view.
I developed visual literacy and aesthetic taste that I
would carry with me to other academic areas of study.
Most importantly, in those art classrooms I learned to
trust myself—to believe in my own creative capacity
and to seek out new ways to challenge myself, to learn

new skills and master new tools, and to proudly work
to excel and grow as an artist—and as a person.
I chose an artistic career path after high school,
but I am an example of what the arts can offer to any
child, and why it is critical that the arts are a regular
piece of a quality public education, nationwide. There
is unique value gained from a high-quality, in-depth
arts education—value that cannot be replaced by
other subjects, and value that all children, regardless
of where they grow up, should have the opportunity
to benefit from.
In college, I pursued creative efforts and earned
dual degrees in graphic design and creative writing.
Designing books in the New York publishing industry
after college offered me a place for the synthesis of my
interests in both visual and verbal communication.
After five years, I had designed book covers and
interiors across the industry, from trade, to academic,
to children’s books. Sitting in a cubicle in midtown
Manhattan, listening to the local public radio station,
I learned about the nonprofit Donor’s Choose.
Connecting the public to their local schools, Donor’s
Choose is a website which provides teachers across the
United States a platform to post funding requests for
classroom projects. Once a request is posted, anyone
can log on to the site and donate any amount of money
to the project that most inspires them. I immediately
visited the webpage, and was shocked to see how many
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of the teachers requesting classroom funding were
asking for art materials—and how many of the schools
lacking basic supplies were within a few miles of the
midtown office where I was sitting, designing books.
At the time, I was unfamiliar with the challenges
large, urban public schools face. It was shocking to
me that in New York, a city with so much wealth,
most public schools cannot afford access to basic art
tools. Even more disappointing was learning what
meager, and often sporadic, arts instruction is offered
to students. Living and working in New York made
me aware of what the commonly-used term “underserved” means—I began to see how many children,
particularly those in economically disadvantaged
communities, do not have the same opportunities
I had as a child. This truth sat deep within me and
started to fester. My concern has remained constant.
Free Arts NYC, a New York nonprofit, provides
under-served children and families with educational
arts programs. Combining the impact of art with
mentoring, their programs allow youth to exercise
their creativity through making and discussing art
while receiving the support and encouragement of
program facilitators and volunteer mentors. When
I discovered Free Arts NYC’s mentorship program,
I pursued it immediately. I knew Free Arts would
allow me to share my eagerness for visual expression
with students who might not otherwise have the
opportunity and resources to do so. I was assigned to
an afternoon program at P.S. 63 in the East Village of
Manhattan, mentoring six-to-eight-year-olds.
Free Arts was my first exposure to nonprofits
subsidizing art education within the public school
system. During my year at Free Arts, we used themed
curricula and an inquiry-based teaching practice to
guide students to create and discuss visual art. As
a mentor, I helped students share their ideas and
inspirations. We demonstrated, through art, how to
support and respect each other. I helped encouraged
self-esteem and resiliency with a philosophy of “no
mistakes in art,” and built communication and social
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skills. Each student had a unique personality; each one
became frustrated or excited at different moments. I
saw how the right project, in the right medium, with
the right words of encouragement, could make a child
laugh, spark their creativity and intellect, and inspire
meaningful participation.
The hours I spent at Free Arts each week were
messy, challenging, mentally exhausting—and they
changed my life. When I was with those kids, I was
present, available, and engaged. I saw the amount
of dedication and energy required to be an educator,
and the challenges that arise when working with
children, adults, and administration. But at the end
of each session, I left feeling eager, excited about the
artwork that was created and the small moments
of connection. This hands-on experience gave me
direction and motivation; I had been exposed to the
world of art education, arts nonprofits, and I saw what
was lacking in public schools. At P.S. 63, students
attend in-school art or music class only every other
week. I saw how Free Arts subsidized arts learning for
these students, and also how rewarding creating and
reflecting on the visual arts was for them.
I began to ask, why is it necessary for Free Arts to
bring art to schools? Why do schools lack rigorous,
deep in-school arts learning programs? Why are the
arts thought of as an amenity and not a necessity in
public schools? Without the arts, what does life look
like? It’s proven time and again that the majority of
Americans, when asked, support the arts. “Close
to ninety percent routinely agree that the arts are
vital to the good life, that they are important to the
development of children, and that they enhance the
quality of communities” (DiMaggio, 1999, p. 32).
Why, then, is arts education funding and curriculum
so meager, particularly in urban school districts
where students would thrive when offered new modes
of learning? How do school leaders make decisions
when prioritizing curriculum? I knew that in the
United States, the narrowing of the K–12 curriculum
to prioritize subjects prone to high-stakes testing is

pervasive, but I did not yet understand the complexity
of the problem.

Framework for Understanding.
My focus from the day I began working at Free Arts
NYC has been access and equity in arts eduction—
making high-quality, standards-based, sustained art
education a staple in every United States public school.
In order for schools to prioritize the arts, we need to
change the way we think about education. “Quality
education ought to develop the whole child, cultivating
knowledge-building in a range of disciplines and
through multiple learning modalities” (Spilka, 2009, p.
4). I see this issue as a matter of social justice. The arts
should be accessible to all students during the school
day, regardless of socioeconomic status.
In Los Angeles County, data demonstrates one
example of this social injustice. From 2009-2011, the
Los Angeles County Arts Commission conducted
deep research in thirteen Los Angeles school districts.
Their findings bore out that even within the same
district, students in Title I schools—schools that
receive federal funding because of their volume of
high-need students—had less access to arts instruction
than their peers in schools with greater concentrations
of wealth (Grande, personal communication, 2017).
Where parents are more powerful socioeconomically,
so too is their voice in education and their ability
to advocate for a well-rounded curriculum for their
children. Furthermore, these parents have the means
to supplement their child’s education during out-ofschool time. How, then, do we ensure that all students,
regardless of socioeconomic status, receive quality, inschool art education?
Educational policy. The Federal No Child Left
Behind Act (NCLB) was passed in 2002. While this
Act increased accountability for academic achievement
across the country, that accountability largely focused
on reading and math at the expense of other subjects,
including the arts. A 2008 survey by the Center on

Education Policy, a national, independent advocate for
public education, found that since the 2001-02 school
year, a nationally representative sample of school
districts had cut the average amount of time elementary
students spent per week on art and music by thirty-five
percent, from 154 minutes to 100 minutes (Center,
2008, p. 25). The passing of NCLB was, in many ways,
detrimental to the condition of arts education in United
States public schools, reducing both the time spent
in school on, and funding for, art education. In her
article “Status of Elementary Art Education” (2005),
Chapman states, “the [NCLB] law does little to support
education in the arts... Indeed, since NCLB has been
implemented, these neglected subjects have been...
cited in a discussion of the ‘atrophied curriculum’ by
the Council on Basic Education” (p. 118).
It is no coincidence that in the decade after
NCLB was enacted, as the time spent in school on the
arts steadily decreased, nonprofit arts organizations
arose to fill the gaps in schools for arts-based learning.
According to the 2016 National Arts Index Report,
“The vigor of the arts rests in many ways on thousands
of nonprofit organizations that present and organize
arts programs in communities around the country”
(Kushner, 2016, p. 43). From 2000 through 2010, the
number of registered 501(c)(3) arts organizations grew
by forty-nine percent (76,000 to 113,000) (Kushner,
2016, p. 43). Many of these nonprofits—with similar
educational models as Free Arts NYC—do amazing
work, tackling social justice issues by providing
access to crucial educational arts programming for
underprivileged youth. Yet, in many ways, these
organizations act as a bandaid on a broken public
education system that does not inherently value artsbased learning.
U.S. cultural and educational policies, including
NCLB, have created a relationship of dependency by
schools on educational arts nonprofits. Schools and
governments will best succeed at providing arts to
students by working strategically with these partners,
but they must be wary of placing the responsibility
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“The vigor of the arts rests in many ways
on thousands of nonprofit organizations
that present and organize arts programs in
communities around the country...”
–N A T ION A L A R T S I N DE X , 2016

of art education so heavily upon them. During
the summer of 2013, the Los Angeles County Arts
Commission began an investigation to determine the
total amount of foundation or philanthropic giving
towards art education in the county. To do so, they
examined the 1099 tax returns of nonprofit 501(c)
(3) organizations that had received grant funding for
educational arts programming. They discovered that
$22.3 million had been given to nonprofits to support
art education programming in 2012, which seemed
like a generous number to the team. That is, until they
compared that number to the total combined budget
of the eighty-one school districts in Los Angeles
County—$22 billion (Grande, 2017).
According to data by the U.S. Department of
Commerce, Bureau of the Census, in 2004, total
grant-making by all fifty-six state and territorial arts
agencies came to $209 million. In comparison, total
expenditures by all U.S. public K–12 school systems
that year came to $472 billion (Zakaras, 2008, p.
71). Total expenditures for public elementary and
secondary schools in the United States amounted to
$620 billion in the 2012–13 school year. The grant
money going toward nonprofit educational arts
programming is insignificant when compared to the
funding it would take to reach every school, and every
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public school student. “That was really a moment it
hit me,” said Denise Grande, the Los Angeles County
Arts Commission’s Director of Arts Education, “This
is never going to be solved on the backs of nonprofits.
So we need to stop thinking about arts partners as the
solution to the absence, and think about what systems
need to be put in place so that we can hit scale. And
how do [arts nonprofits] play a role in that? What
is their small piece in that?” (Grande, 2017). Are
arts non-profits at their apex today? What would
happen if nonprofits stopped providing in-school arts
programs? Equity and broad access to arts education
cannot be achieved in the absence of public dollars
to support, during school time, the practices these
nonprofits are already demonstrating to be effective.
How can nonprofits play a role beyond “art education
provider,” and encourage schools to prioritize—and
fund—their own in-school arts programs?
Nonprofits provide crucial opportunities for
youths and communities to engage with the arts. If
access and equity in arts education—making art
education an important part of a quality education for
all children in every United States public school—is
the ultimate goal of these organizations, then they
can go beyond providing arts programs and engage in
partnerships and advocacy initiatives which will allow

them to have a more profound impact. There are many
who should be interested in youth arts learning—
arts specialists, artists, arts organizations, teachers,
school administrators, parents, policymakers, and
elected officials—each with a different view of
what the objectives, standards, and assessment for
student accomplishment in the arts should look like.
Despite their various roles and differences of opinion,
common ground can and must be found. “Inadequate
arts education is, above all else, a political issue that
cannot be resolved unless all stakeholders agree to
work together” (Zakaras, 2008, p. 86). The scaling
up of the work these arts nonprofits currently provide
requires buy-in and collaboration from those working
in the arts field and education field, as well as those
who influence policy-making decisions—people who
are not necessarily invested in the arts. Nonprofits
can serve as a model to demonstrate what will work at
a larger, nationwide scale, but schools cannot rely on
them to shoulder the burden alone.
Nonprofit arts organizations with educational
missions have taken on critical roles in advancing arts
learning within public schools. To look more deeply
at the work of nonprofits subsidizing art education,
I studied across disciplines: exploring art education
pedagogy, curriculum standards, and teacher training;
studying cultural policy; working with arts nonprofits;
forging relationships with leaders in art education
advocacy and policy, from higher education institutions,
philanthropic organizations, and government. I was
continually energized by these diverse perspectives,
and recognize the many intersections between them.

Without the arts,
what does life
look like?

Why Do We Need Art Education?
There continues to be a vigorous debate about the
purpose of arts education. Those who take an artsbased approach believe that the aim of art education
is to teach students how to create or perform in a
particular art form. Those concerned with youth
development argue that the arts can help young
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people develop personal qualities, such as selfesteem or a sense of community responsibility.
Some educators and policy-makers believe that art in
schools should be implemented at the service of other
subject areas—that art is one tool to utilize when
teaching math or science. In his article “Art Education
in a World of Cross-purposes,” Hope (2005) poses a
crucial question, “What does study of the visual arts
accomplish that nothing else can accomplish?”
The answers are not always easy to give because
the world of the visual is multifaceted, manysplendored, and rich with specializations, points
of view, and connections to other fields... In
addition to their roots in artistic action, they
have connections with history, the therapeutic,
social, and political action, marketing, and
personal response and fulfillment on all sorts of
levels... so, a primary policy question is the extent
to which educational purposes are centered
primarily on the visual arts themselves or on
their connections and uses. In a comprehensive
curriculum, there is not an either/or answer, but,
rather, a spectrum upon which different answers
are appropriate at different times and places. (p.
8)
This multifaceted understanding of the purposes
of art education is where disagreements arise over
curriculum, resources, and teacher training, among
other issues. Art education can offer different outlets
for each student. Perhaps for some, art can make a math
concept easier to understand. Perhaps for another, like
myself, art education allows her to realize her future
potential as a designer. Perhaps for someone else, art
offers lessons in patience, persistence, or problem
solving. Art has many purposes and can offer different
opportunities to engage different learners. In this
research, I use the term “art education” to mean highquality, standards-based, systematic preK-12 education
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in the arts, taught by a trained art teacher or teaching
artist.
New York City can exemplify and ground these
topics in reality. New York City has one of the largest
school districts in the nation, serving 1.1 million
students. The New York Department of Education, like
most school systems, faces many challenges, starting
with pre-K—thousands of children do not receive
pre-K education, contributing to math and reading
challenges in elementary school and beyond (Porter,
2015). According to the New York Department of
Education data site, only 70.5 percent of New York
City high schoolers graduated on time in 2015 (New
York City Department of Education, 2016). New York
suffers from tremendous achievement gaps—observed,
persistent disparities between the performance of
students based on socioeconomic status, with links to
both race and ethnicity. Only 68.4 percent of students
from high-need districts graduated on time in 2015,
compared to more than 94 percent of students from
low-need districts (Rich, 2016). Among all 2015 New
York high school graduates, only 49.1 percent met
New York’s College Readiness Index (CRI) standards
(New York City Department of Education, 2016).
In school systems like New York’s, which face
deep, complex challenges, why should we concentrate
on the arts? What kinds of skills, taught and learned
in arts classes, are unique to the arts? How do those
skills help students? First, arts learning can have a
significant impact in improving school conditions,
contributing to the healthy development of students.
The arts enrich the learning environment and can
effectively engage students in all subjects, leading
to gains in academic performance and test scores
(New York City Department of Education, 2007).
According to Americans for the Arts, “Students with 4
years of arts or music in high school average 100 points
higher on the verbal and math portions of their SATs
than students with just one-half year of arts or music”
(Cohen, 2015). A variety of sources reveal that the

diversity of learning opportunities the arts provide is
correlated to higher attendance and graduation rates,
is shown to decrease behavioral problems, creates a
sense of community in schools, and increases parental
involvement in education.
A recently published study, conducted from
2014 to 2016 by The Social Impact of the Arts
Project (SIAP), a research group at the University
of Pennsylvania School of Social Policy & Practice,
found that cultural resources are “significantly”
linked to better health, schooling, and security. The
study examined the role of the arts in enhancing the
lives of “ordinary residents, especially those who live
in moderate- and low-income neighborhoods” (New
York Community Trust, 2017). When controlling
for economic well-being, race, and ethnicity, the
study found that availability of cultural resources
in a neighborhood was associated with a drop in the
number of cases of child abuse and neglect, decrease
in obesity, decline in the rate of serious crime, and
“an eighteen percent increase in the percentage of
kids scoring in the top stratum on English and math
exams” (New York Community Trust, 2017). The arts
help neighborhoods—and schools—thrive.
Beyond improving school conditions or helping
create a thriving community, the arts are fundamental
to our humanity, and to the healthy development of
children. The arts help children develop cognitive and
motor skills, and are an intellectual pursuit in their
own right. “Where does it lead policy for art educators
themselves to suggest that writing is intellectual but
drawing is not?” (Hope, 2005, p. 9). Dr. Ken Robinson,
an advisor on education in the arts to government,
nonprofits, and schools, asserts that arts education
can develop the kind of adults our country will need
in the future. In his book Out of Our Minds: Learning
to be Creative, Robinson argues that the arts develop
children who can communicate, be flexible in times
of change, innovate, work in teams, cross disciplinary
boundaries, and offer creative vision (Robinson, 2011).

Art education teaches students creative habits that
will benefit them in all areas of life, allowing students
opportunities for exploration, problem solving, and
the ability to propose multiple solutions to a given task.
The arts also promote collaboration and teamwork,
and how to communicate ideas, feelings, and values
to others.
The arts help us express ourselves, build bridges
between cultures, and bring us together regardless of
ethnicity, religion, or age. Arts-learning encourages
empathy and understanding, self-confidence, selfdiscovery, self-awareness, and self-worth. The arts
are a sign of true prosperity—they make us feel alive,
connected, inspired. Discussing the Social Impact
of the Arts Project (SIAP), James Bartlett, Executive
Director of the Museum of Contemporary African
Diasporan Arts, stated, “The findings of this study
prove what we’ve witnessed anecdotally for decades:
the arts improve lives” (New York Community Trust,
2017). If the arts are essential to communities, they
must also be essential to our children, and, in turn, to
our public schools.
We take pride in the richness and diversity of
our country’s art institutions, and in the artists and
organizations that contribute to our nation’s vibrancy.
And we know what a good school looks like—when
asked what they want for their children during the
school day, parents nearly always include the arts
(DiMaggio, 1999, p. 33). Still, many students across the
United States, from urban centers to rural communities,
do not receive the arts instruction required by state or
federal law. Schools with high concentrations of lowerincome students tend to offer the least access to the
arts (Amrein-Beardsley, 2009, p. 11). If we believe in
the transformative power of the arts, we must commit
to the creative future of our country. This means
committing to providing high-quality, sustained inschool arts education for all students.
To make this a reality, we need a shift in the way
government approaches and prioritizes arts-based
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learning. Every public school is capable of supporting an excellent arts program, fostering
an environment that encourages innovation and demonstrates the benefits of creativity in
students’ lives and their communities. The arts can help to create a strong public education
system, with high-quality schools and well-rounded education for all students.

What Does Quality Art Education Look Like?
To begin to increase access and equity in art education, school districts should ensure
that every school in their district has a dedicated Pre-K through twelve arts program,
and establish a minimum number of required hours per week of arts education in every
elementary and middle school (grades K-8), along with a professional arts program in
high schools (grades 9-12). Schools can provide students access to tools and facilities
to explore their artistic interests and develop their skills, including a dedicated room
for art and enough supplies for all students. Arts curriculum should be both sequential
and comprehensive, meeting the National Visual Arts Standards and learning standards
required by the state education department. “A larger vision for art education has already
been articulated. The national voluntary K-12 standards for the visual arts recognize
the critical importance of learning to do work and communicate in things visual. They
support visual history and analysis, and connections with other disciplines. The standards
acknowledge how rich [art education’s] purposes can be...” (Hope, 2005, p. 8).
Recognizing that certified arts instructors are crucial to success, schools must hire
necessary teachers to ensure that qualified instructors teach all art courses. In addition,
they must support art teachers by offering curriculum and professional development
opportunities, as well as year-round in-class support and proper funding for essential
classroom materials. Once qualified art instructors are in place, every school should
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designate the arts as a core subject, in addition to
encouraging collaboration and arts integration across
disciplines. Elementary school teachers can work
with art specialists to be better trained to use the arts
as a tool for teaching core developmental subjects, and
middle and high school teachers can collaborate with
art teachers to expand lessons that integrate the arts
into core Science, Technology, Engineering & Math
(STEM) courses.
Schools can recognize the diversity of their
learners and help them to succeed by decreasing
reliance on Common Core standardized assessments
as the primary model for determining success, and
improving evaluation systems for visual learners.
Setting clear standards for what students should
know in dance, music, theater, and visual arts as they
move from pre-K through twelfth grade, schools can
develop in-school systems to track student learning
in the arts, as well as implement in-school data
collection to determine where arts investments make
the greatest difference, and how they can be best
improved. Policies should be implemented to hold
schools accountable through reviews and progress
reports, ensuring schools have the support they need
to succeed.
Schools and departments of education can also
partner with local cultural institutions, nonprofit arts
organizations, and artists. With a collaborative spirit
and a commitment to bringing the highest quality arts
learning to students, schools can forge relationships
with museums, local art institutions, galleries, and
nonprofits. These organizations will, in turn, grow
their audiences, increasing their demand and support
(New York City Department of Education, 2007).
In an ongoing effort to make the arts available to
students, these institutions can provide programming
for students both in and out of school, as well as
professional platforms for students to share their work.
Departments of education can further support
local artists by establishing partnerships that will
allow local artists to work in schools and share their

discipline with students, providing students insight
into creative and arts professions, and allowing them
access to experienced artists with expertise in their
field. Partnership also offers opportunities for youth
leadership, prepares students for success in college,
exposes them to creative-driven career pathways, and
allows for recruitment opportunities and development
of professional networks for students, as well as
mentorship for youth. These partnerships do not rely
on cultural institutions to provide comprehensive art
education, but rather, draw upon local resources to offer
a breadth of arts learning experiences for students.
The U.S. Department of Education’s National
Center for Education Statistics (NCES) released
a study “Arts Education in Public Elementary and
Secondary Schools 1999-2000” and “2009-10,” and
found that schools with the highest percentage of free or
reduced-price lunch-eligible populations (an indicator
of socioeconomic status) are significantly less likely to
provide students with access to arts education at both
the elementary and secondary levels. “This means
that the nation’s poorest students, the ones who could
benefit the most from arts education, are receiving
it the least” (Cohen, 2015). Art education can be
recognized for its social impact and ability to promote
social and economic justice. All cultural traditions can
be respected and studied as historical reference points
in art courses, and teachers can facilitate learning
opportunities among diverse populations and cultures,
developing spaces and events showcasing their students’
diverse backgrounds.
I have briefly outlined some benefits of the arts and
the importance of arts education for all students. The
rippling outwards of cuts to arts education is multigenerational and durational—it affects the growth of
future art collectors, future galleries, future venues for
showcasing the arts, the future livelihoods of artists,
future design skills for businesses, future innovation
in technology, on, and on, and on. The diminished
stature of art in public schools can already be seen by
those working in art-related fields today. I have also
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What, therefore, is the most effective
way for nonprofits and schools to work
together to improve access and equity
in art education?

made the argument for how schools might take steps to make high-quality art education a
reality for all students. With necessary prioritization and funding by school leaders, these
suggestions are actionable. It is decidedly unnecessary to delay the implementation of arts
education in all schools—we have the knowledge and the resources to make a significant
difference today. So, why do many public officials and departments of education fail to put
plans in place to support the arts in their districts? What will encourage school leaders
to establish art programs that are crucial to the school day, and in turn, crucial to the
development of their students?
This is a matter of educational policy and funding priorities, as well as art education
advocacy. “Arts education is characterized by a diverse array of providers, some of them
competing with each other for the attention of children and families, and all of them
competing with school subjects that have the benefit of greater attention and greater
resources” (Bodilly, 2008, p. 23). Arts learning in most public schools battles for space,
time, and resources. Coordinated efforts among providers and influencers of arts education
would be a way to jointly begin to overcome these challenges. Ongoing partnerships
between parents, teachers, administrators, art institutions, arts organizations, and artists
themselves, allows these diverse supporters to work in concert to raise awareness about
the importance of art education, advocate for policies supporting the arts within public
schools, and, most importantly, hold schools accountable to those policies. To increase
access and equity and ensure high-quality, durational art education for all students, we
must systematically address the inequities and deficiencies that exist in schools right now.

What is the Role of Nonprofits in Implementing Effective Solutions?
A lack of policy supporting the arts, and therefore diminished funding for arts education
in schools, has increased the need for outside providers offering arts education programs.
In the 1970s, when public funding for education declined nationally, schools in many
communities turned to “resources offered by non-school organizations to help stem
the disintegration of arts education” (Zakaras, 2008, p. 40). There are many benefits to
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partnerships between schools and nonprofits, and
many of these programs offer a model for increased arts
education in schools. Because of nonprofits, students
receive arts learning, teaching artists receive a steady
paycheck, classroom teachers learn to integrate the
arts into their curriculum, and schools receive art
services without shouldering the entire cost. These
nonprofits also have arts-based missions, are often
committed to working in under-served communities,
and know how to hire or train qualified artists to write
arts curriculum and to teach.
However, the subsidizing of art education by
nonprofit community-based providers has also
created problems. Schools are less likely to prioritize
their own in-school programs if they receive free
programs from outside sources. Each nonprofit has
its own niche and function, and therefore each one
offers a different program. There is, therefore, a lack
of consistency and cohesion to the art education
students receive. Furthermore, it would be impossible
for these nonprofits to reach all kids.
No matter what their scale, these arts partnerships do not have the resources to reach all
children with quality arts education. In many
locales... arts partnerships remain fragile and
provide programming to schools in which
champions pursue them. Many schools and
many children remain untouched, particularly
in lower-income communities. Thus, no matter
how the arts partnerships grow, they remain
demonstration programs. (Spilka, 2009, p. 4)
Comprehensive, consistent school-based arts programs
build skills over a longer period of time than sporadic
nonprofit arts programs can.
Nonprofit arts organizations receive significant
funding from public sources, including state or city
cultural agencies, and from foundations, corporate
sponsors, and individual donors. This funding stream
makes arts learning opportunities affordable for

schools that otherwise could not offer arts education
to students. “Many schools accessing these services
use limited discretionary funds to pay nominal fees
to cover the remaining cost” (Bodilly, 2008, p. 20).
However, community-based providers, also short
on resources, often survive from grant to grant, and
because of this, must alter their programming based
on the funding they receive each year. Many of these
nonprofits need a dedicated fundraising staff to remain
viable, but often cannot afford to hire an experienced
development team. Fundraising, therefore, occupies
the time of staff who could otherwise engage in
art education advocacy work or develop stronger
programs for, or partnerships with, schools.
What, therefore, is the most effective way for
nonprofits and schools to work together to improve
access and equity in art education? The founders
and leaders of nonprofit arts organizations believe
in the power of the arts and the need for quality arts
instruction for all children. They have the ability
to communicate outside the nonprofit community,
to meet with educators, activists, philanthropic
supporters, and policy-makers at the local, state, and
even federal level about their initiatives. Partnering
to create broader change is crucial; collaborating,
these partners can be heard exponentially. In this
way, they can have impact both culturally and legally
in advancing art education nationally.
As art educators and community organizations
build strong programs for students, they can also
develop related advocacy, partnership-building,
and strategic-communication skills, to “strengthen
their capacity to catalyze public demand and policy
momentum for the kinds of systemic changes that
are essential if arts education is to flourish broadly
and equitably—across communities and across the
nation” (Spilka, 2009, p. 3). As artists, we know
the power of collaboration, and the ability of likeminded individuals to sharpen ideas and to enrich
and enlighten one another. Participation in systembuilding activities is crucial for those currently
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providing art education to students. Nonprofit leaders have the ability to share their
passion, and to engage in art education policy initiatives and advocacy efforts, modeling
their programming and sharing data on effective outcomes. This is exemplified by Los
Angeles County’s Arts for All* initiative, which attempts to bring art education to every
district in the county by setting up strategic plans for districts and connecting schools to
the resources needed to fulfill those plans. “Funders in Los Angeles County explained
that they would rather support Arts for All, in the hope that systemic change will result,
than fund the same local schools individually each year to support arts programs likely to
benefit only a few students” (Bodilly, 2008, p. 70).
Coordinated efforts—meeting around a common task, and combining resources
to accomplish a shared goal—will not only help efforts to increase and equalize arts
education programming, but help advocates to gain greater leverage, be more effective,
and command more resources. “Coordinated efforts...are doing what seems impossible.
They’re bucking trends set in motion by sweeping federal legislation. They’re improving
access to arts education despite subject disparity, frequent budget cuts, and shrinking
tax income” (Abodeely, 2010, p. 60). As art educators and supporters of the arts, each
of us, within our own sphere of influence, can become advocates for the arts in schools,
committing to long-term change and helping communities more creatively utilize existing
resources to support art education.
My primary focus here is an examination of how nonprofits working today partner
with schools to increase access to art education, as well as current developments in
arts education policy. Because art education today is likely to come from a diverse set
of providers, examining trends in arts education as well as examples of nonprofits and
committed to building a coordinated network of art education providers and influencers,
allowed for a deeper understanding of the conditions motivating these partners.
My interests in arts education emanate directly out of my living and work experiences
in New York. New York highlighted for me the prejudices, inequity, and policy issues
ingrained in large, urban communities, and offered me countless opportunities to connect
with a diverse population. How the arts are viewed in the United States affects educational
policy, priorities, and funding. Access to the arts is vital for all youth, no matter where they
grow up. Quality art education and social justice are the goals. These issues affect all
artists and supporters of the arts. As an designer who has seen the discrepancy between
the intrinsic value of the arts and the limited, often paltry, resources and funding available
for the arts in our public schools, I have come to the conclusion that we can act together
as public servants and agents of change. We can cultivate a demand for the arts by
developing the capacity of individuals to gain benefits from arts experiences—beginning
by promoting early exposure to the arts through education.

*For more information on Arts for All, see page 119.
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RESEARCH QUESTIONS
I found it useful to begin by dividing my questions into two categories, those for art
education nonprofit leaders and those for art education policy experts. As my research
progressed and I began the interview process, my questions became more specific
and varied based on my interviewee.

Art Education Nonprofits
• Describe your path to art education and where you are today. What influencers
altered your path?
• What is the importance of art education to you?
• How do you envision art education in public schools? What is the role of arts
learning in the context of education as a whole?
• What are your thoughts about STEM vs. STEAM education and arts-integrated
curriculum?
• Describe your art education program. Topics might include: curriculum, arts
integration, teacher training and professional development, partnerships with
schools or districts, etc.
• Are equity and inclusion in arts-based learning a priority for you, and if so,
how is this implemented in your work?
• Do you consider your work social justice work? In what ways do you engage with
under-served populations?
• Do you consider your work community-based? Are you working with a specific
population? If so, please describe whom your programs aim to serve. How can your
practice be expanded beyond the city you work in?
• Why did you choose to enter the nonprofit sector? Do you feel an obligation to expand
your work beyond your own doors, and if so, how do you currently do this?
• Does/can your work infiltrate the public school systems? If so, how do you establish
relationships with schools? How does your work impact the public school system?
• Do you feel there is a role for educational arts non-profits serving underprivileged
youth to advocate for policy change, or do you prefer to make an impact locally? Why?
• Do you feel a need to transform arts learning via policy? Is this, in your opinion,
feasible, based on your experience?
• Can you share your funding and/or development strategy? How was your nonprofit
founded, and how is it currently funded?
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Art Education Policy & Advocacy
• What is the importance of art education to you?
• How do you envision art education in public schools? What is the role of arts learning
in the context of education as a whole?
• Have you considered how outside influences impact public school districts?
• What are the limitations and power of art education advocacy in your position?
• How do you advocate for arts education within political arenas?
• How does your work inform the public about the importance of arts education?

Research Questions
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Research Approach: Methodology for Answering Questions
To address these issues, I’ve reviewed relevant literature, analyzed data, and conducted
interviews with arts education providers, advocates, and policy experts nationwide.
My research explored the relationship between arts education, educational policy, and
nonprofit arts providers subsidizing art education in the public school system.
In the fall of 2016, I began collecting documents and reading widely in several
areas: literature on cultural policy, arts education in public schools, educational policy
(including policies that have influenced arts curriculum and prioritization in schools),
art education funding, and nonprofit arts education programs, specifically those working
with public school districts. From September 2016 through May 2017, I examined a series
of nonprofits working in various capacities in collaboration with school systems. In closely
investigating these nonprofits, I was primarily interested in whether their relationships
with schools are well-constructed, feasible, and beneficial for students. I learned about
the founding of their education programs, curriculum development, teacher training, and
funding and development. I also examined the role of foundation-giving for art education,
as well as whether these nonprofits make art education advocacy efforts locally, state-wide,
or nationally.
From September through December 2016, I worked as an intern at DownCity Design,
a nonprofit providing arts education in Providence, Rhode Island. Over the course of
October and November, I interviewed Executive Director and Founder Adrienne Gagnon
three times about DownCity Design’s structure, founding, and programming. I also
developed a working relationship with Gagnon as we frequently met to talk about her
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work and the work I was contributing to DownCity
as a graduate intern. Additionally, I collaborated with
Melita Morales, DownCity’s Education Coordinator,
and assisted during one of DownCity’s educational
programs for high school students.
From January through mid-February 2017, I
worked in Los Angeles, California with Barbara
Drucker, Founding Director of UCLA’s Visual and
Performing Arts Education (VAPAE) undergraduate
program. During my time in Los Angeles I explored
the VAPAE program and its commitment to social
justice. My areas of interest included the founding
of VAPAE and their youth programming, as well as
how the program has expanded over the years, their
partnerships with public schools, and how VAPAE
might serve as a model for other youth arts programs.
I was also interested in VAPAE’s commitment to
building bridges between UCLA artist-educators,
schools, and the surrounding Los Angeles community.
From February through May 2017, I worked as
an intern at FirstWorks, a nonprofit in Providence,
Rhode Island. I worked closely with Development
Director Isabelle Tadmoury to learn about and assist
with FirstWorks’ funding and programming, as well as
with Education & Community Coordinator Kathleen
McAreavey on FirstWorks’ Arts Learning program.
Additionally, I conducted an interview with FirstWorks’
founder and Artistic Director Kathleen Pletcher about
the founding and growth of FirstWorks since 2004.
To learn about recent art education approaches and
to build meaningful partnerships, I spent a significant
portion of my research time conducting interviews,
both at arts nonprofits and with arts education policy
and advocacy experts. My focus was on leaders working
toward social justice through the arts, arts nonprofits
working with public school systems, and policy issues
surrounding arts education. The interviews were
designed to provide qualitative insights into a range
of issues—including how the arts are supplemented in
public schools—and effective advocacy strategies for
increased art education at local, state, and federal levels.

My interviews were semi-structured, each ranging
from one to two hours in length. I utilized a series of preplanned questions, and recorded the conversations or
relied on note-taking. Each interviewee was extremely
forthcoming about the challenges they face in their
work, the relationships they have built, and the larger
issues of access and equity in arts education. From
January through March 2017, I transcribed and
assembled my interview notes and other materials
related to the sites, and then organized my findings into
narratives, which comprise Chapter 5 of this thesis.
From there, I was able to identify overlapping themes
and assess similarities and differences in approach.
My purpose in describing this complex landscape
of organizations providing art education to students or
advocating for art education in schools is to improve the
general understanding of the varied and overlapping
relationships between providers and supporters of art
education. It is within this environment, observed over
the past nine months, that education policies must be
targeted to stimulate increased access and equity in art
education for all students.
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CHAPTER 2
How Did We Get Here?

Since the founding of the National Endowment
for the Arts in the mid-1960s, both philanthropic
and public funding has allowed the number of artists
and nonprofit arts organizations in the United States
to multiply. However, “demand for their output has
not kept pace... as evidenced by declining rates of
arts participation for Americans, particularly those
age 30 and under” (Zakaras, 2008, p. 1). Barriers to
arts appreciation, both practical and philosophical,
abound. High costs or the need to travel to an
inconvenient location can diminish participation
by those already interested in the arts. But there are
other, less visible barriers. Socioeconomic status
excludes certain populations from arts experiences,
whether due to cost or discomfort with a “high art”
setting. Social and cultural stigmas about the arts
exclude certain groups from participating in arts
activities. These barriers to arts appreciation are
linked to another barrier, one which will be the focus
of my inquiry—that discomfort with the arts stems
from inexperience with or ignorance about the arts,
due to the steady decline over the course of decades in
consistent, high-quality, in-school art education.
“Many Americans have never acquired the knowledge and skills needed to understand and appreciate
what the arts have to offer... Education policymakers
have made little room for the arts in the public school
curriculum, and policymakers in the arts have focused
on increasing the availability of high-quality art,” rather
than on education in the arts (Zakaras, 2008, p. 1). If

neither the education system nor the art community
is focused on increasing arts learning for children,
how can the arts thrive in the future? People who
experience and learn deeply in the arts at a young age
are much likelier to see benefits of arts participation
over their lifetimes and to engage in the arts as adults.
In fact, education may be the largest indicator of
whether a person will engage in the arts later in life.
“Survey data and empirical research offer evidence
that education level in general and arts learning in
particular are in fact strongly correlated with arts
involvement as adults... data from the NEA’s SPPA
[Survey of Public Participation in the Arts] in 1982,
1992, and 2002 show that education level is by far the
most important individual characteristic in predicting
arts participation” (Zakaras, 2008, p. 18).
Lack of understanding of the importance of the arts
generally, and therefore of the importance of the arts as a
crucial piece of a well-rounded educational system, has
led to a lack of educational policy supporting the arts,
locally to federally. General education reforms have
shifted class time toward reading and mathematics,
areas subject to high-stakes testing, leaving little space
in the school curriculum or time in the school day for
study in the arts. For example, in 2002, the federal
No Child Left Behind Act stepped up accountability
for academic achievement, but centered largely on
high-stakes testing at the expense of untested subjects,
including the arts.
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When educational policy devalues the arts, or
simply leaves it out of the conversation, it is no wonder
that schools do not prioritize the arts, and that the arts
are often cut first when time or budget constraints
arise in a school district. When budget cuts come
in the form of faculty decreases, often arts specialist
positions are the first to be eliminated. In their article,
“Cultivating Demand for the Arts: Arts Learning,
Arts Engagement, and State Arts Policy,” Zakaras &
Lowell (2008) explain that while increased funding
for the arts benefited artists and arts organizations in
the 1960s and 1970s, public funding for arts education
stagnated and even declined. Since the 1970s, school
districts countrywide have reduced their spending,
and with that, their spending on arts-based learning.
If students do not have high-quality and
sustained arts-learning in school, will they grow up to
value the arts, or will they continue this cycle? Each
of these four areas builds upon the previous, creating
deep misunderstandings about the benefits, both
intrinsic and instrumental, of high-quality, in-school
art education for all students. What strategies can we
put in motion now to stem this cycle?

Funding
for the Arts
in Schools

Status of the
Arts in America
& the NEA

HOW DID WE
GET HERE?
Educational
Priorities

Figure 1. How Did We Get Here?
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ORIGINS OF THE PROBLEM.
Status of the Arts in America & The NEA

An examination of the status of the arts in the United
States begins to reveal how we have come to devalue
the arts within our public schools. In “Surveys of
Public Attitudes toward the Arts” (1999), DiMaggio
reveals how public opinion toward the arts relates
to educational decisions. “Whenever Americans are
asked about the value of the arts... without considering
a price tag... they express strong support. This is
evident in surveys that ask people whether they
want their children exposed to the arts (well over
eighty percent do) or whether it is important to have
arts education in the schools (almost everyone
agrees)...” (p. 33). Although most Americans favor art
education in schools, at least theoretically, opinions
are often contradictory when it comes to policy and
setting educational priorities.
For example, when asked only about art
education, endorsements are high, but when asked
to rank the importance of various school subjects,
the arts are often placed at or near the bottom of the
list. “In 1997... 41 percent of people endorsed the arts
as ‘essential’ or ‘very important’... In the same year,
only five to eight percent counted visual art education
a ‘basic’ subject” (Chapman, 2005, p. 132). While
people may acknowledge the theoretical importance
of the arts for children, their support rarely extends to
policy or fiscal changes to bolster the arts in schools—
fewer than forty percent describe their opinions about
government arts support as “strong” and thirty-seven
percent said they knew too little about art policy to
have an opinion (DiMaggio, 1999, p.33). The issue
becomes more complex when funding is at stake.
Those with higher incomes are more likely to vouch
for the importance of the arts for children, but are
no more likely to endorse federal spending that
supports the arts in schools—in fact, support for
federal spending on the arts, even for students, is low
(DiMaggio, 1999, p.34).

The National Endowment for the Arts’s 2012
report, “How the United States Funds the Arts,”
looks at the complex infrastructure for arts and
cultural funding in the United States. The report
discusses three basic types of financial support for
the arts: direct public funds awarded by the National
Endowment for the Arts and by state, regional, and
local arts agencies; funding from federal departments
and agencies other than the NEA; and private sector
contributions, “which make up the lion’s share of
contributed income for arts organizations” (NEA,
2012, p. 2). To favor federal aid to arts organizations,
one must believe that the arts are valuable and be
disposed to endorse an activist federal government.
Many conservative agendas see culture as primarily a
private matter, and therefore do not favor government
support for the arts, including in educational policy.
When questioned as to whether “public funding” for
the arts should occur at the federal, state, or local level,
many tend to favor local government (DiMaggio,
1999, p.34).
The U.S. system [for funding the arts] is
comprised of public and private entities,
tax policies, legislative allocations, donated
bequests, restricted endowments, education
mandates, and social agendas. The hierarchy
of government agencies, composed of city,
county, state, regional, and federal strata, is
itself a dizzying scheme, especially to people
whose own nations have highly centralized,
state-directed systems. It’s no wonder, then,
that the financial mechanisms of American
arts policy and practice are poorly understood.
(NEA, 2012, p. 2)
However, even if there was strong public backing for
federally funded arts support, who in Washington
would advocate for the arts? Support by the federal
government for arts and culture is limited. Unlike
many first-world countries, the United States does

not have a Ministry of Culture, a national cultural
plan, or federal cultural policy-maker. Prior to the
establishment of the National Endowment for the
Arts in 1965, federal support for cultural activity
varied based on the priorities of each administration.
According to the National Endowment for the Arts’
“A History: 1965–2008” (2009), the NEA was
established in 1965 “to nurture American creativity,
to elevate the nation’s culture, and to sustain and
preserve the country’s many artistic traditions. The
Arts Endowment’s mission was clear—to spread
artistic prosperity throughout the land” (p. 1).
Created as the central body for arts support in the
country, is not clear what role the NEA was expected
to take in art education nationally. In the mid-1960s,
when the federal government first started funding the
arts systematically through the NEA, and through the
1970s, “the American public hardly questioned the
benefits of the arts. Public funding was intended to
create a cultural sector befitting a nation of America’s
economic and political power” (McCarthy, 2004, p. 1).
In 1969, the NEA began an Artists-in-Schools
program, supported financially by both the NEA
and the U.S. Department of Education. The purpose
of the program was to supplement public school
arts curriculum. The United States Department of
Education was, however, responsible for all federal
programs addressing public schools, and in the 1960s
neither funding nor oversight of art education in K–12
public schools was a function for the NEA or its statelevel affiliates (Zakaras, 2008, p. 83). However, due to
Department of Education budget cuts, responsibility
for art education at the federal level soon fell on the
NEA—by 1974, the NEA had adopted full financial
responsibility for the Artists-in-Schools program. In
1980, the program was renamed Artists-in-Education,
and by 1982 it had become the largest federal arts
program for K–12 children. In her 1992 article,
“Artists in the Classroom: An Analysis of the Arts in
Education Program of the National Endowment for
the Arts,” Bumgarner (1992) explains that although
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Artists-in-Education funded arts programs for
children in all fifty states, in actuality, the program
reached few students and focused too heavily on the
promotion and funding of artist residencies, rather
than bringing programming to students (p. 54).
Federal support for the arts diminished when
the National Endowment for the Arts faltered after a
series of controversies in the 1980s and became less
vocal and less powerful nationally. In 1986, the NEA
announced a programmatic expansion to the Artistsin-Education program—retitled Arts in Education.
Though the mission of the new program was “to help
make the arts basic to education” (Bumgarner, 1992,
p. 54), the program encouraged dissemination of
federal arts funding to state and local arts agencies. In
1987, the NEA’s new Artists in Schools Basic Education
Grants encouraged collaboration between state arts
agencies, state departments of education, and local
education agencies. This program was the beginning
of the “de-schooling” of arts education; by relying on
individuals and organizations outside of the school
system to deliver arts programming during the school
day, the arts became marginalized as subjects that did
not require certified instructors.
“In the early 1990s, a combination of factors put
arts supporters on the defensive” (McCarthy, 2004,
p. 1). Budget issues at the state and federal level,
growing skepticism about government programs, and
the “culture wars” of the 1980s “made arts supporters
realize that they needed to build a case for the value of
the arts that would effectively appeal to the American
public and its legislative representatives” (McCarthy,
2004, p. 1). Since the 1990s, the NEA has had a limited
role in promoting the arts within schools—or in
impacting the United States public education system.
Today, the NEA’s mission includes an art education
component, but less than 1% of their annual budget
goes to support art education—according to the NEA’s
website, in 2016, of the $148 million annual budget,
they awarded $10 million to support lifelong learning in
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the arts, with only $5.8 million going to support pre-K
through 12th grade arts education projects, distributed
through 161 grants (NEA, 2016).
The NEA’s Art Works Grants offer opportunities
for organizations to seek project-specific funding for
pre-K-12 students, educators and artists, as well as
schools and communities. These projects can occur
inside or outside the school system and may be
offered by school districts, arts organizations, nonarts organizations or agencies in partnership with
artists and/or arts groups. Direct funding from the
NEA also goes to three networks who advance arts
education: state arts agency’s arts education managers,
state education agency’s directors of arts education,
and the Arts Education Partnership (AEP), a national
network of art, education, business, philanthropic,
and government organizations. In this way, the NEA
devolves support for art education to the state and
local level. Of NEA grants awarded from 1987 to
2004, “less than 10 percent [were] specifically devoted
to arts learning” (Zakaras, 2008, p. xviii).
As the NEA has diffused and spread the majority
of its funding through the states, its impact has
diminished. According to the National Assembly of
State Arts Agencies report, in 2016 the NEA’s $148
million budget represented just 0.012% of federal
discretionary spending. Even so, with new presidential
administrations in office every four to eight years, the
future existence of the NEA is a constant question.
Although the federal government plays a small
role in funding the arts nationally, especially when
compared to other affluent countries, the National
Endowment for the Arts is a crucial figurehead for the
arts community, and for art education. While most
arts organizations do not depend on grants from the
NEA for funding, grants from the NEA serve as proof
of legitimacy in the art funding marketplace, and can
help distinguish nonprofits when they seek funding
from other public agencies and private foundations.
So, while direct federal grants do not finance the bulk

of arts activity in the United States, it is important
that threats to the NEA are taken seriously.
With no strong federal arts agency or federal
entity to examine existing support for the arts in
schools or to determine where improvement is
needed—and an apparent lack of support for the arts
by the federal government—the role the government
will play in supporting arts and culture in tandem
with educational policy will be limited unless public
will shifts toward tangible support for art education.
In “Policy Frameworks, Research, and K-12
Schooling” (2002), Hope remarks that American
values and public opinion are “far more powerful than
governmental policy-making at any level, because the
ebb and flow of these values has tremendous influence
on decisions made everywhere from the local school
board, to the state capitol, to Washington” (p. 17).
It is therefore crucial to work to change public
opinion in favor of the arts if quality, sustained K-12
art education is to become a staple of every U.S.
public school curriculum. Art educators and artists,
including nonprofit providers of the arts, have the
responsibility to demonstrate the successes that can
be achieved through student learning in the arts—to
reveal how learning in the arts parallels critical and
integrative thinking in other rigorous disciplines,
how procedural learning in the arts is crucial to
students, and how arts learning can be assessed. Arts
leaders and national arts agencies can be at the center
of effective communication in order to educate and
advocate for the arts at a national level.

EDUCATIONAL POLICY.

What policy exists to support—or hinder—
the arts in public schools?
Devaluing and under-prioritizing of the arts directly
impacts decisions in educational policy. If support for
the arts in federal policy-making arenas is inherently
low, what kinds of education might policymakers
choose to implement and enforce? In most cases,
policy in schools does not place the arts alongside
other subjects as a critical part of the curriculum. In
fact, neither education policies nor arts policies at
the federal level have made art education a priority.
Furthermore, many who influence educational policies
are not well informed about the arts. With no central
plan for culture or the arts in the United States, it is
difficult to ensure that policy enhancing arts-learning
is implemented for all students nationally.
The vast, highly decentralized U.S. public school
system leaves most formal education decision-making
at the state and local, or district, level. “The states
ultimately have statutory authority, but the primary
governmental units are local school boards. This
structure is consistent with American values that
support dispersions of power” (Hope, 2002, p. 12).
State departments of education control state education
funding, subject testing, proficiency standards, and
can mandate core curriculum. However, local school
boards administer education and work directly with
students and teachers, making annual decisions about
individual school finances, hiring, and curriculum.

If support for the arts in federal
policy-making arenas is inherently
low, what kinds of education might
policymakers choose to implement
and enforce?
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In order to best advocate for the arts for children and
to hope to achieve balance among studies of the arts
and other subject areas, it is useful to have some grasp
of national patterns in education policy. A cultural
policy expert, Mark Vogl, said, “If you can understand
how a system works, you’re in a better position to
reform it” (Vogl, personal communication, 2016).

Federal Policy
Questions about current educational policy remain
inextricably tied to the recommendations and requirements put forth in No Child Left Behind (NCLB) in
2002, and its successor, the Every Student Succeeds
Act (ESSA), passed in November 2015. “NCLB is the
most fully developed case of federal micromanaging
of schools in United States history” (Chapman, 2005,
p. 118). When passed, NCLB led to the flattening of
intellectual knowledge; the overvaluing of verbal and
mathematical skills as the primary or only means of
knowing the world allowed policymakers to continue
to overlook the diversity of rich opportunities for
students to learn in new ways. It also made highstakes testing the primary method of accountability in
schools. “The passage of the NCLB in 2002 ushered
in a series of positivist tenets, built on the naive
contention that standardized test scores can reveal
the truth about what is happening in America’s public
schools” (Amrein-Beardsley, 2009, p. 9).
Some educators and politicians praise NCLB for
listing the arts as part of schools’ core curriculum.
According to the United States Department of
Education, “No Child Left Behind defines ‘core
academic subjects’ as English, reading or language
arts, math, science, foreign languages, civics and
government, economics, arts, history and geography.”
(U.S. Department of Education, 2004). Perhaps
if schools fail to deliver arts programs the fault is
theirs, rather than a failing of the federal government.
However, despite being designated a “core academic
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subject” in NCLB, and being included in mandated
elementary school curriculum in the majority of
states, access to arts education remains elusive to
many students.
Despite federal policy, progress has been made
in recent years and there is room for optimism.
Mounting public distaste for the singular focus on
high-stakes testing has created a climate of support
for a more expansive definition of what constitutes
quality education. “We’re, in my view, at a moment in
time unlike I’ve seen... in terms of political and public
will,” said Denise Grande, Director of Art Education
for Los Angeles County. “I think coming off the
NCLB era, there’s a push. The pendulum has swung
back to a well-rounded education” (Grande, personal
communication, 2017). National legislation passed in
December 2015, the Congressional bill to reauthorize
NCLB, re-branded as the Every Student Succeeds Act
(ESSA), specifically calls out the arts in the definition
of well-rounded education. “That’s important,”
Grande says, “and it’s important for us to say that.”
The ESSA also reverses some of the top-down
federal approaches of NCLB, allowing states
more decision-making power and less mandated
accountability through high-stakes testing. “The
controversy is political—is it a state’s right, or is it
federal? And it’s a state’s right” (Grande, 2017). As
Grande remarks, the basic issue seems to have been
resolved by ESSA in the direction of devolving power to
the states; the law prohibits any Secretary of Education
from imposing national standards on accountability
systems for teachers or students.
Educational policy decisions, including decisions
for curriculum and assessment, are often built upon
core academic standards. Standards are meant to
ensure that students leave school with the knowledge
and skills required to succeed in college and in their
future career. Because assessment has moved to the
forefront of education, there is growing demand for
performance evaluations linked to standards for arts

education. From a policy standpoint, it is vital to have
national arts standards to affirm the place of the arts
as a core academic subject.
Anchoring policy to student learning is
essential, but such anchoring works only if
student learning is defined in terms of specific
knowledge and skills centered on the discipline
in question. Thus, not only is the presence of
standards a critical policy issue, the nature of
standards and the purposes they reflect are
equally critical. (Hope, 2005, p. 13)
The National Core Arts Standards were updated in
2014. However, it is important to understand that
these are voluntary standards, serving primarily
as a resource to inform arts education curriculum,
instruction, and assessment in each state. According
to the National Coalition for Core Arts Standards’
2014 report, “National Core Arts Standards: A
Conceptual Framework for Arts Learning,”
These new, voluntary National Core Arts
Standards are framed by a definition of
artistic literacy that includes philosophical
foundations and lifelong goals, artistic
processes and creative practices, anchor and
performance standards that students should
attain, and model cornerstone assessments
by which they can be measured. (p. 2)
Arts standards for all disciplines are organized
through four artistic processes by which arts learning
and arts-making are realized:
Creating: Generate and conceptualize
artistic ideas and work.
Performing/Presenting/Producing:
Analyze, interpret, and select artistic work
for presentation.

Responding: Interpret intent and
meaning in artistic work.
Connecting: Synthesize and relate
knowledge and personal experiences
to make art.
These national standards describe the general
knowledge and skills that students should demonstrate throughout their education in the arts, and
remain the most updated version of the National Core
Arts Standards.

State & Local Policy
Although national arts standards offer an example
for what a high-quality education in the arts looks
like, each state ultimately has the power to define
artistic literacy in ways most meaningful for them,
and determine what, if any, influence the national
standards will have on state art education. “States
have developed a variety of processes for adopting or
adapting or revising arts standards. In some states,
the legislature oversees and approves new standards;
in others, a state board of education, sometimes
appointed by the governor, oversees this process”
(Poulin, 2014).
Writing and revising state standards involves
public input by teams of arts educators and other
stakeholders, prompting dialogue between educators,
administrators, and community members. Just as no
two states are exactly alike in their standards adoption
process, states rarely follow the same timeline or
methods for adapting their standards. “Some states
follow a strict timeline for updating their current
state-level arts standards, which is set by the state
legislature; other states update when funds and time
permit” (Poulin, 2014).
The primary impact of federal policy is its
influence on state and local policy. Access to art
education varies drastically state by state and district
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by district—both in the form of arts-learning offered,
as well as whether curriculum is standards-aligned.
Decisions regarding art education provisions rest
firmly with districts and individual schools. “Although
almost every state now mandates standards-based
arts education, states have not provided the resources,
incentives, or accountability mechanisms needed to
carry out that mandate. As a result, arts instruction
exists only to the extent that school districts and
individual schools decide to offer it” (Zakaras, 2008,
p. 29).
Each school district nationwide has its own board
of education, funding streams, and strategic plan that
may or may not include the arts. Even where standards
exist supporting the arts, the arts remain a victim
of federal and state policies that encourage school
leaders to focus attention on subjects accountable
to high-stakes testing. “Education in music and art
tends to be spotty, casual, and brief; and instruction
in drama and dance is even more limited... Although
arts standards are in place, state, local, and district
policies are not providing the resources or time in the
school day to implement sequential arts instruction”
(Zakaras, 2008, p. 51).
The question to be asked then is: “How can
a more sophisticated understanding of policy
frameworks influence values and decisions of
government policymakers, and thus become the
basis for greater success, especially at the local level?”
(Hope, 2002, p. 20). To increase policies supporting
art education, and increase enforcement of policies
already in place to bolster the arts, advocacy becomes
critical. Nonprofits and supporters of arts learning
can move beyond providing programming, working
with state education departments and local educators
to improve art education policy—and enforcement of
that policy. Only by making strides in enforcement
and accountability for in-school art programs does
art education have a hope of becoming core to local
school curriculum.

EDUCATIONAL PRIORITIES.
Trying to meet stakes set by policy that
devalues the arts.

Undervaluing of the arts coupled with educational
policy that deflects attention from the arts to focus
on high-stakes assessment in other subject areas,
has allowed the arts to be positioned as different
from, ancillary to, or unimportant in comparison to
other subject areas, and therefore are not a priority in
many public schools. Even in states with legislation
mandating arts inclusion in the K–12 curriculum,
resources are often unavailable to implement such
policies. In public schools, Zakaras (2008) states,
Most students are not provided enough time
on task to learn the skills and knowledge
associated with building their capacity for
aesthetic experience. Arts content standards
have been almost universally mandated by the
states... but state, local, and district policies
are not providing the resources or time in the
school day to implement these standards, and
states are not holding schools accountable for
student progress in learning these skills. (p. 96)
Under-prioritization of the arts is a fundamental
issue and can most clearly be seen in two ways: a
lack of time in the school day for arts learning, and a
lack of resources to support arts learning, including
the failure of schools to hire teachers qualified in the
arts. Yet, educators cannot be blamed for focusing
energy where they will face assessments; teachers
and administrators often lack agency to affect real
change when they are struggling to meet evaluation
expectations. Often, schools are forced to minimize
time in arts classes to maximize time and resources
preparing for standardized tests in reading and math.
Amy Eriksen, Executive Director of the arts
nonprofit Angels Gate Cultural Center* in San Pedro,

*For more information on Angels Gate Cultural Center, see page 70.
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California, spoke about these challenges of fitting
art into a school day. “Often when I called schools
saying, ‘I have a subsidized art program for you,’ they
wouldn’t call back,” Eriksen explained. “They would
say, ‘I don’t have time for this. How do I fit this into
my day?’” (Eriksen, personal communication, 2017).
Challenges arose with scheduling; for example, when
schools had state testing for two weeks, they would not
want “distractions” during the day. Encouraging and
educating school leaders about the importance of the
arts becomes crucial.
Many schools argue that they are offering art
education by allowing teachers to integrate the arts
into other subject areas. Arts at the service of learning
other subjects has become institutionalized in many
schools and will likely increase with the proliferation
of STE[A]M-based instruction. “Ironically, this
stance acknowledges that studies of the arts have been
so neglected that they must now be integrated back

into the curriculum” (Chapman, 2005, p. 133). Often,
arts integration attempts fail because the arts are such
a low priority that arts specialists are left out of the
curriculum planning process—in many cases because
the school does not have a full-time art teacher on staff
to help with this process. Even in schools with art
specialists, time constraints often prevent those art
teachers from co-planning with classroom teachers.
For many, time for collaborative planning is a major
problem, and not unexpected given the demands of
teaching. “The majority of classroom teachers are not
prepared to offer standards-based instruction and
[are] not receiving professional development activities
that inform them (even minimally) of expectations
for learning in art” (Chapman, 2005, p. 133).
The inadequate prioritizing by school districts
for art education becomes a significant challenge
for local art advocates, who would like to see arts
standards upheld within local schools. “Although
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the formulation of arts education standards was
celebrated as a policy victory, practice unfortunately
[has] yet to catch up. Adequate arts education
financing, teaching infrastructure, and effective and
appropriate assessments remained to be developed”
(Spilka, 2009, p. 4). When the arts are not a priority,
neither is hiring teachers who are skilled and qualified
in the arts, yet arts standards cannot be achieved
without teachers who have expertise in the visual
arts. “Meeting the standards requires resources,
and development of student learning year after year
throughout elementary and secondary schooling...
the standards indicate that regular study, not casual
experience, is necessary to develop competence”
(Hope, 2005, p. 13).
In some districts, the arts have been and remain
a strong part of the school curriculum, regardless of
national policy. Public education funding greatly
impacts presence of the arts in schools, and varies widely
state by state. The arts rely on school administrators
for support, through funding, to thrive alongside other
subjects. Therefore, arts programs sometimes exist
because they have been championed by a single
individual, often a parent or a teacher, brought to the
attention of school leaders and made a priority.
Pressures for accountability in non-arts subject
areas and decreases in districts’ discretionary
budgets have created hostile conditions for
sustained arts education. Many principals
report that exemplary arts programs exist
because of a single arts education champion,
often an arts specialist, but sometimes a
principal or superintendent. (Zakaras, 2008,
p. 30)
Prioritization of arts learning is directly related to art
advocacy. Because local school boards decide whether
study in the arts is important enough to provide
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adequate resources, the arts are often only included
in the school day if they are continually justified at
the local level by teachers, artists, parents, or other
advocates—including nonprofit arts organizations.
One person pushing for the prioritization of the arts
within a school can make a large impact, and often
that person initiates and supports relationships with
nonprofit arts providers. The undervaluing of the arts
by schools is a key reason why teachers turn to outside
sources to supplement art education.
While public school students benefit from arts
programming offered by outside organizations,
schools can work closely with those nonprofits to go
beyond providing art to students. Working together as
arts supporters, they can encourage the local board of
education to demonstrate an increased commitment
to improving arts education in school, encouraging
change by demonstrating the successes they have
already achieved. Only with prioritization for the
arts at the school board level can systemic change
occur; otherwise, these beneficial programs can be
reversed by “a change as simple as a new principal who
is not convinced that the arts are of value to students”
(Bodilly, 2008, p. 69). Art nonprofits have a unique
position to advocate for the benefits of the arts, and
many nonprofit arts providers work school by school to
change administrative priorities in order to maintain
or revive school arts programs.
The responsibility for providing complete, wellrounded education for all students must fall with
schools themselves. “No other system has so much
access to the young, the resources with which to teach
them, and the responsibility for ensuring they have
equal opportunity to become knowledgeable about
the arts” (Zakaras, 2008, p. xvii). Yet, for time and
money to be made available for art education, the
public and their political leaders must be convinced
that art education should be prioritized as a basic part
of K–12 education, alongside other core subject areas.

EDUCATIONAL FUNDING.

A lack of funding to support the arts in schools.
When schools depreciate art education, funding for
art education decreases. This can be seen in a multitude
of ways—a lack of classroom space for art, a lack of
adequate art supplies, and most importantly, a lack of
funding to hire credentialed, full-time art teachers.
If those with influence over educational funding
decisions view the arts as amenities rather than as
central to the curriculum, what kinds of funding
might they allocate to arts education? “The status of
art education in any given school does hinge on the
financial resources of the state and community in
which it is located” (Chapman, 2005, p. 133). NCLB,
ESSA, and other federal and state educational policies
that devalue the arts are the basis for most federal
funding for the nation’s schools, so it is no wonder
limited funds are allocated to arts programming.
Even though content standards exist for the arts, “The
standards have not been broadly implemented within
states or school districts—and will not be unless there
is an enormous influx of funds and many more arts
specialists are trained” (Zakaras, 2008, p. 26).
In school districts with budget issues, it is
understandable that certain priorities must dictate
where funds go. Yet, even in districts interested in
the arts, it can be difficult to fund arts programming
because educational priorities direct funds elsewhere.
“Principals assigning priorities to subjects in
schools often [do] so based on their own values and
judgments. And if they chose to support the arts,
they needed to be highly skilled at attracting and
leveraging scarce resources to maintain arts education
programs” (Bodilly, 2008, p. 50). According to
her studies in Chicago public schools, described
in “The Impact of Philanthropy on Arts Education
Policy” (2003), Constantino reports that elementary
principals ranked programs, teachers, and equipment
as their three most important needs for improving

arts education in their schools. Secondary school
principals prioritized equipment, space, and then
programs. Inadequate time for teaching, lack of
equipment, lack of resources such as prints, slides, and
videos, not having a dedicated art room, and securing
art materials and small art tools such as scissors,
brushes, and paper, are just a few of the inadequacies
schools face. Chapman (2005) states, “About fortytwo percent of [arts] specialists teach under conditions
that are ‘minimally’ or ‘not at all adequate’” (p. 126).
Minimal funding for art educators is perhaps the
largest challenge schools face. Schools with a larger
student population may have full-time art teachers,
but often in just one discipline. Larger schools might
hire two half-time arts teachers in order to provide
instruction in two disciplines, usually music and
visual art. Still, this does not allow for all children in
every grade to receive arts instruction over the entire
school year. Typically, arts specialists meet hundreds
of students a week, cycling through many short
classes in a day. “A typical student who has once-aweek [art] classes receives about twenty-six hours of
instruction a year, assuming attendance is perfect and
no class time is lost for any reason. These conditions
are less than optimal for coherent guidance of
individual students” (Chapman, 2005, p. 125). The
inability or unwillingness to staff art positions leads
to a multitude of problems—not only are students
going without the arts on a regular basis, but teachers
without adequate training—predominantly in grades
K–8—are increasingly required to deliver instruction
in the arts (Amrein-Beardsley, 2009, p. 11).
However, despite funding challenges in public
schools, we can find examples of positive changes.
Policy initiatives for arts funding are taking shape
nationwide, particularly in high-need districts.
Connecting arts nonprofits to K–12 schools is of
critical importance in a time of decreased arts funding
and increased priorities on perceived academic
subjects—and this is happening across the country.
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In California, for example, the California
Alliance for Arts Education* facilitates a state-wide
arts education network, initiating collaborations with
local, state, and national arts and education agencies
to develop programs and resources (Rademaker,
2007, p. 31). Funding for arts education is of highpriority at the Alliance, and Title I federal funding,
which targets the most under-served public school
students, is of particular interest. Schools and
districts receiving federal Title I funds are charged
with improving educational outcomes for low-income
students. Many elementary school principals who
seek to hire arts specialists must use discretionary
funds to supplement board-provided teaching
positions, and frequently draw from Title I accounts
to do so (Constantino, 2003, p. 27).
The Alliance’s 2014 paper, “A Policy Pathway:
Embracing Arts Education to Achieve Title I Goals,”
documents how low-income schools and districts can
embrace arts strategies to achieve their Title I goals.
Based on substantial research demonstrating that
certain forms of arts education are an asset to schools
in achieving these goals, the report attempts to bring
clarity about how the arts can play a role in all Title I
programs. It also demonstrates the positive impacts
of arts on the academic development of high-needs
and at-risk students, stating:
The arts can connect marginalized students
to their school experience, activate parental
involvement, and promote student success.
At Meadow Homes Elementary School, a
chronically under-performing school in a highpoverty area of Concord, principal Mary Louise
Newling is using Title I funding to provide
each child with thirty minutes of music, ninety
minutes of visual art or theater, and ninety
minutes of hands-on science learning every
week and has seen improvements in almost
every facet of her school. (California Alliance
for Arts Education, 2015, p. 4)

The Alliance has worked with both the U.S. and
the California Departments of Education to clarify
how Title I funds may be used for arts activities
designed to help improve academic achievement for
at-risk students. Progress has been made in California:
the San Diego Unified School District, the second
largest school district in California, will invest three
million dollars of Title I funds over a two-year period
to promote arts integration strategies in twenty-two
schools, representing “a major advancement in [The
Alliance’s] work to empower Title I schools to engage
arts education strategies to achieve Title I goals”
(Landon, 2015). The Alliance works closely with
district officials and arts organizations to develop
a system that honors the requirements of Title I
programs, and establishes a model for others to follow.
In addition to working with districts, the Alliance
recently unveiled a new website, title1arts.org, to
help schools and districts with strategies to advance a
Title I “policy pathway.” This work reveals that when
the willpower exists to effect systemic changes in art
education funding through partnerships and policychange, progress can be made.

BREAKING THE CYCLE.
In the 1980s, the National Endowment for the Arts
conducted a congressionally mandated survey on
the state of arts education. “Toward Civilization: A
Report on Arts Education” (1988), documented then
current thinking stating:
Those who believe the arts should be a basic
part of education should work together to
develop consensus on the purpose and content
of arts education. They must make the case for
arts education being a fundamental educational
responsibility. Ensuring comprehensive and
sequential arts education calls for greater
political effort than would be necessary for
subjects currently assumed to be basic. (p. vii)

*For more information on the California Alliance for Arts Education, see page 128.
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Today, nearly thirty years after this study was published,
many of the same issues regrettably remain relevant. If
we fail to stop this cycle of devaluing, deprioritizing,
and defunding the arts now, our public education
system will continue to provide children with a less
than well-rounded, complete education. However, the
lesson is not that federal arts support is doomed, or
that the situation is irreversible. It is the priorities and
practices of the art community, art educators, school
districts, and education policymakers that can reverse
the decline in arts education.
Where the NEA and other federal agencies fall
short in their support for art education, foundations,
nonprofits, and other art advocates have fortunately
picked up the slack. Hope (2005) argues that the:
Survival of the Endowment is not a make-orbreak variable for the field of art education.
There is no apparent direct link between the
survival of any governmental arts or education
entity in Washington and the survival of art
education as a field. The strategic survival
issues are placed elsewhere and are not linked
to federal agencies... as much as to ideas,
professional practice, students, and local
resource streams. (p. 7)
Although federal support would provide a solid
foundation for art education to grow in stature, in
a climate where many Americans are skeptical of
federal initiatives, nonprofit organizations offer more
innovative and perhaps more enlightened solutions
than government agencies—and perhaps more
leverage to change public opinion.
Partnerships between schools and arts organizations, and the subsidizing of art education by
outside sources, have been encouraged by federal and
state arts policy. This trend has been on the increase
since the 1970s and has grown since the early 2000s,
when No Child Left Behind was enacted. In her
report “The Impact of Philanthropy on Arts Education

Policy,” Tracie Constantino (2003) studied the role of
outside arts organizations in in-school art education.
Although her research focused on Chicago, similar
trends can be seen countrywide. According to her
findings, among both elementary and high schools,
sixty-one percent of schools had an outside provider
delivering classroom art programs. Furthermore,
many of those students received twenty-eight hours
or more of instruction during the year from outside
providers—more time than most elementary students
received from their own school arts specialist (p. 27).
Some programs provide only temporary, one-day or
weeklong arts experiences, rather than sustained arts
education, but the most successful programs embed
their arts learning within the instructional program
of a school. The deepest programs help schools
develop and implement standards-based, school
mandated arts curriculum, offering students tools not
only for appreciating and creating works of art, but
historical and theoretical references, skill-building,
and reflection and discourse.
Recognizing the amazing work these nonprofits
do, we must continue to ask, why are we okay with
the current status of art education? We know that too
frequently the burden of art education falls on the backs
of nonprofits. “Many of these programs were developed
to bolster the capacity of under-resourced public
schools. Despite their growing contributions to the
arts learning infrastructure, however, these programs
cannot substitute for strong, sequential arts education
in the schools” (Zakaras, 2008, p. 97). Ultimately, it is
the school’s responsibility to provide a well-rounded
curriculum, including in the arts. How can nonprofits
move beyond supplementing art education to devote
themselves to deeper, systemic change?
To answer this question, I went to the source—
nonprofit organizations working today to supplement
art education in public schools. I saw the challenges
nonprofits face, and the adversity they overcome on
limited budgets and with limited staffing. Strong
community partners help promote art education

Breaking the Cycle

31

through advocacy, recognize arts resources available locally, and strengthen the support
of parents and community members. The strongest partners move beyond advocacy,
aiding with policy revisions or existing policy enforcement to increase arts education
accountability in schools. Modrick (1998) suggests:
The education sector will always be ultimately responsible for student learning.
Arts organizations will be involved in the schools, but... The gains for arts education
have a much better opportunity to become entrenched if the arts and the education
sectors combine their efforts to focus on education policy. (p. 30)
In what new and streamlined ways can social justice in education, and equal access to the
arts, evolve, becoming institutionalized and promulgated? Grey (2010) argues that if we
are to move toward access and equity in art education, “more people who are passionate
about arts education will [need to] begin to speak and work in concert” (p. 13).

HOW ARE NONPROFITS FUNDED?
When schools cannot or will not allocate sufficient
funds to support in-school arts programs, teachers
who hope to utilize the arts in their classroom must
rely on outside sources for funding, such as the
nonprofit Donor’s Choose, or on nonprofit providers
to supplement art education sporadically during the
school day. “The NEA, State Arts Agencies, and private
foundations responded by providing grants designed
to help schools keep at least some form of their arts
education programs going. Today, many schools rely
on these grants, which in some cases represent the
only available funding for arts education” (Zakaras,
2008, p. 31).
Government subsidies compose only roughly
seven percent of the nation’s total investment in
nonprofit arts organizations, and while the NEA is the
largest single federal funder of the arts, the majority of
public funding for arts nonprofits is distributed through
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state, regional, and local arts agencies (NEA, 2012, p. 3).
Local agencies, functioning as councils, commissions,
or city departments, “are funded by various sources:
the NEA; state arts agencies, municipal budgets, and
private donations. Many of the larger local arts agencies
are now funded through a dedicated revenue stream,
such as hotel/motel tax revenues” (NEA, 2012, p. 9).
These agencies are often responsible for distributing
funds to local arts organizations, and many offer
educational programming to schools. In addition to
administering grants to nonprofits, local arts agencies
have the ability to adapt to changing conditions in
their area and serve as advocates for the arts, attracting
community resources and support.
Already a minor player in arts funding nationally,
public arts funding has declined since the 2007-2009
economic recession. “Annual appropriations to state
arts agencies have continued to decline in recent years...

Consequently, several state arts agencies have had
to contend with major restructuring or elimination”
(NEA, 2012, p. 8). It is important to remember that
public funding for the arts does not go solely to art
education, but rather to a wide variety of cultural
institutions, including museums, theaters, orchestras,
community centers, news organizations, and nonprofits
without educational missions. The purpose of public
arts funding “ranges from the creation of new art to
the preservation of the old, from teaching children
basic skills to providing master artists with needed
resources” (NEA, 2012, p. 25). Even at nonprofits
with educational missions, not all funding goes toward
art education. While some nonprofits are completely
devoted to youth education, other organizations have
broader missions, offer programming to adults or the
general public, and devote less money to education
proportionately. For example, Angels Gate Cultural
Center*, a nonprofit in San Pedro, California, offers
on-site artist studios and art exhibits in addition to
educational programming for youths. The nonprofit
FirstWorks** puts on professional arts performances
in their local community of Providence, Rhode Island.
While the proceeds of these organizations go, at least
in part, toward education, it is certain that a percentage
of all grant funding goes toward goals other than K-12
arts education.
Each of the nonprofit art education programs
described here relies on funding by outside sources,
rather than earned income, to survive. The majority
of nonprofit funding comes from foundations,
individual donations, and corporate giving. When
public funding for education declined in the 1970s and
1980s, foundations began to allocate significant funds
to local arts organizations to ensure that children
received art education. In many cases, foundation
support through grants has taken the place of
consistent public funding for the arts. While funding
streams vary, each of the nonprofits referenced here
rely, at least in part, on foundation giving. “Even
in these cities where public school districts were

partners, and at times financial partners, the burden
of delivery remained on nonprofit and foundation
dollars” (Spilka, 2009, p. 4).
DownCity Design***, a Providence, Rhode Island
art nonprofit, was able to grow exponentially after
being awarded a three-year Rhode Island Innovation
Fellowship grant in 2013. P.S. ARTS****, in Los
Angeles, California, receives contributions from
government agencies, individuals, corporations,
and foundations to support their Annual Fund and
partnered in 2015-16 with Buccellati, DTLA Custom,
J. Crew, Neiman Marcus, Teva, and The Grove to help
raise funds. In 2016, P.S. Arts also met a matching
grant challenge from the Herb Alpert Foundation,
which enabled them to invest over two million dollars
in their first endowment. In fiscal year 2015-16,
FirstWorks reported thirty-four percent of funding
from foundation giving, nearly equal to their earned
revenue. The other thirty percent of their funding
comes from a combination of sponsorships, corporate
and individual donors, partnership funding, and state
and federal government subsidies.
This complex system of funding greatly impacts
the ability of nonprofit organizations to provide art
education programming. Because nonprofits rely on
an unreliable source—grants from varied sources—
for the bulk of their income, it can be difficult to
maintain consistency. Budgets change annually
based on donations and grants received. “Earned or
contributed, both means of income are unpredictable.
Consequently, arts organizations face a two-sided
challenge. On the one hand, they must cope with
rising expenditures for artists, artworks, productions,
and educational projects. On the other, they must
forecast the revenue needed to support their program
goals” (NEA, 2012, p. 2).
These challenges can be seen nationwide. In
2015, the Oregon Community Foundation and the
Oregon Arts Commission conducted a survey to
gather information about arts education provided
by nonprofit organizations during the 2014-15
*For more information on Angels Gate Cultural Center, see page 70.
**For more information on FirstWorks, see page 89.
***For more information on DownCity Design, see page 83.
****For more information on P.S. ARTS, see page 95.
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school year (Vaughn, 2016). 152 organizations
voluntarily responded. The survey confirmed how
heavily schools rely on nonprofits to offer arts
education opportunities for students, but it also
revealed the challenges these nonprofits face. Most
of the organizations surveyed provided several arts
education programs with limited budgets and staff
capacity, often supplementing staff with volunteers
or part-time contractors. When surveyed about the
greatest challenges to offering more arts education,
respondents rank-ordered ten possible challenges.
“Lack of Funding” was the highest-ranked challenge.
Next was “Other Curriculum Priorities: Many think
arts education is worthy, but just not as worthy as the
academic curriculum” (Vaughn, 2016).
This high-stakes funding environment, in
which nonprofits struggle to thrive or to survive,
undoubtedly impacts the quality and quantity of arts
education delivered to students. Many nonprofits
alter their programs each year based on the amount
of funding they receive. “How many grants have
been entered into without calculating the cost of what
will happen when the grant stops, an almost certain
inevitability?” (Hope, 2005, p. 13). How does the
need to constantly justify your organization’s mission
when seeking funding alter the work that can be done?
The struggle for funding can be partially attributed to competition for the same resources. Severe
funding conditions can promote competitiveness
among arts providers where coordination and
partnership-building is sorely needed. The struggle
to maintain funding to provide existing programs can
also prevent nonprofits from gathering the resources
to move beyond providing arts programming
to engage in strategic planning or long-term art
education advocacy or policy work. “Constant
funding pressures can reduce the possibility of doing
the kind of work that would reduce these pressures
over time in many cases” (Hope, 2005, p. 13).
We know that cultural organizations rely in
large part on local and national philanthropies and

34

Something
How
are Nonprofits
Here
Funded?

foundations to fund their art education initiatives.
In the short term, these funders support the arts to
keep them alive in schools, putting money toward
on-the-ground efforts and in-school programs for
students, teacher training, curriculum development,
and program assessment. However, most foundations
understand the ineffectiveness of highly funded,
short-term investments and prefer to donate funds
to longer-lasting, farther-reaching initiatives. How
do foundations provide long-term support for art
education? How do they integrate short and longterm strategies, working beyond funding to effect
systemic changes in art education?
Many philanthropic organizations, including the
Annenberg Foundation, the Ford Foundation, the
Hewlett Foundation, and the Wallace Foundation
have “assumed major, national roles in the provision of
arts learning through various contributions” (Bodilly,
2008, p. 22), including playing a significant role in
school reform efforts, and supporting policies and
initiatives that strengthen arts education programming in public schools. Long-term, foundations can
fund broader initiatives—supporting new education
pilot programs long-term—and measure results.
They can also make efforts toward data collection and
research, funding both quantitative and qualitative
assessments to gather evidence of the value of arts
education and to illustrate examples of high-quality
arts education in practice. Foundations can study
and assess a diverse group of programs, rather than
focusing on the results of one grant recipient, so
that their findings are cumulative and have a larger
impact. They also have the ability to conduct studies
of past grant-making in arts education, so that future
initiatives may build upon those efforts. For example,
a study of philanthropic giving for arts education in
a city over the past ten years would help local arts
organizations, schools, and policymakers understand
the impact of funding on improving access to and
quality of arts education—and to identify areas of
ongoing need (Constantino, 2003, p. 31).

Finally, by promoting their research with
policymakers and pushing these issues higher in
public consciousness as well as the political arena,
foundations can encourage school systems to change
their priorities and develop stronger arts programs.
Moving beyond funding, advocacy and policy
development are a critical component of foundations.
“These organizations can help to set up pilot projects,
generating new models of practice, and advocacy. They
also have the power to demonstrate the effectiveness
of pilot initiatives, to pull people together to frame
ideas and engage in strategic planning” (Constantino,
2003, p. 29). Because of shortcomings in funding for
nonprofits, which often prevent them from becoming
involved in advocacy, there is a need for philanthropic
organizations to engage at this level—and to
encourage their grantees to do so.
Arts funding in the United States is a complex
and ever-changing system of public and private
dollars. Continually in flux, it takes constant effort
and creative enterprise to keep nonprofits afloat.
Foundation support has helped nonprofits to survive,
but has also allowed schools and the NEA to abdicate
responsibility for arts education funding and for
federal arts leadership. “Foundations should never
supplant what should be a basic responsibility of a
public schools system. Our tax dollars are invested in
governmental agencies, in this case the public school,
so that high quality and necessary services may be
delivered to citizens, in this case arts education to
public school students” (Constantino, 2003, p. 28).
There is danger that large-scale philanthropic support
for the arts rewards school systems that don’t invest
in the arts themselves, so it is effective for these
foundations to engage in farther-reaching initiatives
rather than solely funding programs. If schools
work in concert with nonprofits and foundations to
achieve systemic change—increased in-school arts
programming—they will be better positioned to
sustain arts education in the face of competing claims
on their budgets.

How does the
need to constantly
justify your
organization’s
mission when
seeking funding
alter the work that
can be done?
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CHAPTER 3
Integrity of Art Education

As communities attempt to preserve art education
in schools and to improve, through collaboration,
student’s access to quality arts learning, questions
arise. The purposes and goals of art education vary
within the arts community, and sometimes even within
a single nonprofit organization. Each nonprofit has a
mission statement and educational approach. How
do we ensure the integrity of art education when it
comes from sources with varied beliefs and methods?
Examining arts curriculum, teaching, and program
evaluation becomes paramount. Each nonprofit chooses
a population of students to serve, deciding whether it
will target high-need districts or make social justice a
priority. How do we ensure equity in education? If we
believe arts instruction should be available to all, it is
important to examine disparities in education based on
socioeconomic factors. The implications of our school
systems’ dependency on outside groups contributing
to or supplementing arts education during the school
day requires arts educators and art supporters to ask
these critical questions.
With arts nonprofits filling the arts-learning void
in schools, the first concern is maintaining the integrity
of art education. Art education received by students
varies state by state, city by city, and even child by child
within the same family. External providers subsidize
arts learning in schools, but often only within one grade
level or one classroom in a school. These programs
are not sustained pre-K through grade twelve, and
often run for only a few weeks of a school year. In

the best cases, outside providers communicate and
coordinate within one school or across districts
for strategic coverage of the arts. But more often, a
lack of coordination between nonprofits about the
qualities, goals, and deliverables—even within even
one city—prevents equitable coverage. In some areas,
providers are so few that a school receives support by
only one external provider, if at all. In other areas,
a lack of coordination leads to overlaps. Whose role
is it to coordinate, assess, or advocate for a variety
of nonprofit art programs to serve any one school
district?
Furthermore, it is often the case that uncertified
arts educators choose arts activities, design curriculum,
and plan lessons for students. Often when making
these choices, they look to national or state content
standards, but they are not required to. A variety
of teachers, some who have had little or no training
in the arts, are charged with educating students in
the arts or integrating the arts into other subject
areas. Assessments and improvement systems for art
education programs vary. Examining both quantitative
and qualitative measures of program successes—and
areas for improvement—allows for both growth and
adaptability in programming.
In 2009, Harvard’s Project Zero released the
report “The Qualities of Quality: Understanding
Excellence in Arts Education,” which offers a deep
investigation into what quality art education looks
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like. Harvard’s research team examined how many arts educators in 2006-2007 were
attempting to achieve excellence in arts teaching and learning, and how elusive that can
be. Seidel (2009) argues that:
Quality is often a moving target—what counts as high quality in one context or at
a particular moment in time may seem quite inadequate at another time or place—
and identifying the signs of quality can be challenging, especially in an enterprise
as complex and context-specific as teaching and learning. (p. 5)
The report, which offers great resources for assessing quality art education, asks four
critical questions about arts education, three of which will be the focus of this research: 1.
What should be taught and how? 2. Who should teach the arts? and 3. How should the arts
be assessed? The state of art education in public schools is complex and ever-changing,
and each of these questions impacts the integrity and availability of quality arts education.

WHAT SHOULD BE TAUGHT AND HOW?
Curriculum & Art Content Standards

When art is being taught with little regulation inside a school system by outside providers,
how can we determine what content is being delivered, and at what quality? Each nonprofit
has its own priorities and approaches when providing art to students. The majority of
these organizations offer high-quality, standards-aligned curricula, written by motivated
art-lovers who are deeply invested in the arts, and who want to make a difference and see
positive outcomes for students. Yet, there is a lack of consistency in art education when it
comes from so many sources working in tandem.
Curriculum writing and planning is one of the key contributions nonprofits make
when offering educational programs. Nearly every nonprofit exemplified in this research
is writing program curriculum, however, curriculum varies, beginning with priorities

How do we ensure the integrity of art
education when it comes from sources
with varied beliefs and methods?
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and overall educational purpose. Most art curriculum
strives to aid students in mastering skills or basic
understanding in a specific art form, the ultimate
goal being competence as a creator or performer.
Another goal is to build artistic appreciation, or deeper
understanding of the arts as an audience member or
critic. Still other providers see art education as a tool
to help aid learning other academic subjects, also
known as arts-integrated curriculum. Here, art is used
primarily in service of learning other subjects. Finally,
curriculum can focus on art for self-improvement and
the development of life skills, such as problem-solving,
design-thinking, or communication. The varied
purposes for art education were being debated almost
thirty years ago, and no significant conclusions have
been made since then. In the 1988 report “Toward
Civilization: A Report on Arts Education,” the National
Endowment for the Arts documented then current
thinking: “Arts education was considered superfluous
to a core curriculum... the one consensus in the field of
arts education was that there was no consensus on what
an arts education curriculum should include” (Bodilly,
2008, p. 11).
During the school reform movement of the 1980s,
efforts were made nationwide to address quality
across all academic subjects. National, state, and local
initiatives attempted to establish high standards in
core academic subjects. Curriculum frameworks,
clarifying what should be taught at each grade level,
were among the efforts made to insure all children
receive quality education for the duration of their
public school education. While the arts were only
sometimes included in these initiatives, arts educators
have since lobbied for the arts as core curriculum and
have established standards for arts education. Zakaras
(2008) stated that:
There are still divisive battles among arts
educators over the appropriate aims and content
for instruction, but a remarkable consensus has
been achieved, in policy if not in practice, with

the creation of arts content standards. Based
on a long tradition of practice and research
in both the arts-based and the humanitiesbased approaches, the standards endorse the
intrinsic purposes of arts education and call for
a comprehensive approach to teaching art that
develops both performance and appreciation
skills. (p. 25)
Unfortunately, the funding or the desire to enforce
arts standards is often lacking. This disconnect
between the expectations outlined in national and
state arts standards and the reality that few schools
prioritize the arts leads to a lack of access to quality
arts curriculum in many districts. However, nonprofit
arts providers take care and effort to design arts
curriculum to meet state content standards.
Nonprofit arts educators care deeply about
students, striving to offer quality programs. The best
of these programs offer innovative, evolving curricula,
and although not required, look to national and state
arts standards as a reference when building their
programming. Integration of the arts into a school’s
curriculum through adherence to the standards is key
in distinguishing the most successful arts education
partnerships from more ad hoc collaborations (Zakaras,
2008, p. 81). “In most cases, organizations have realized
the importance of aligning their programs with state
standards to benefit future educational programs”
(Amrein-Beardsley, 2009, p. 14).
My interviewees had valuable insights into what
quality arts education looks like—both what the
overarching purpose of art education is, as well as
what quality art curriculum looks like in practice.
While there were many overlaps and similarities
in the missions of these organizations, there was
also significant variation in approach to curriculum
development. The emphases, priorities, and details
of their curriculum design vary, but each of the
nonprofits I worked with take care to consider arts
content standards while designing their programs.
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Although school districts typically do not specify
what form arts education programs should take,
details outlining how the provided arts curriculum fits
into the larger educational goals of a district certainly
help nonprofits “sell” their arts programming to
school administrators. And, while no grantmakers
I researched (either public or philanthropic) require
that their grant recipients’ programs be standardsbased in order to receive funding, demonstrating
how a program’s curriculum aligns with educational
standards can be a major advantage when seeking
program funding, as funders are often concerned with
supporting standards-aligned programming.
Working with schools to determine how the
arts curriculum fits into and advances a school’s
educational goals becomes of paramount importance
to the successful administering of a nonprofit’s arts
program. When nonprofits partner with schools,
they fill gaps in a school’s existing arts curriculum,
or in some cases, provide the only arts opportunities
available to students. Some nonprofits consider how
their curriculum can be sustained over many grades,
or how they can partner with other nonprofits to fill
gaps they do not have the resources to fill on their
own. In San Pedro, California, for example, Angels
Gate Cultural Center’s Artists in Classrooms* program
attempts to determine the overlaps in programming
and existing holes in sequential curriculum.
When Artists in Classrooms began, it offered
sporadic arts courses. “We were in a kindergarten
class in this school, we were in a 7th grade class in that
school. Basically anybody that called we put a teacher
out in the school” (Eriksen, personal communication,
2017). Director Amy Eriksen realized that this ad
hoc offering of education courses actually made the
work harder. “How do the teachers know all the visual
and performing arts standards for all of those grade
levels?” she asked. “If we were going to give sequential,
standards-based arts education, we needed to format
it” (Eriksen, 2017).
From there, Eriksen designed Angels Gate’s

“Model Art School” (MAS), born out of the desire to
create a more formatted and sequential arts curriculum
for schools. It was decided that the program worked
most efficiently when the whole grade level at fewer
schools was served. “We now do a different art form
in every grade-level for five grades. So if you start in
our program in first grade and stay there for five years,
you will have had multimedia arts, dance, visual arts,
music, and creative writing. Which should change
the way a student sees art,” explained Eriksen of the
MAS curriculum. With the inclusion of the Model
Arts School, all students in a school receive diversified
arts education. The MAS curriculum is designed to
prepare students for their middle school careers and
increase their interest in pursuing the arts beyond
elementary school.
Unfortunately, in many schools, arts enrollment
declines in middle and high school, where art courses
offered can be sporadic or elective for students.
Because early education in the visual arts is often so
non-sequential in many districts, seventy-five percent
of secondary school teachers must teach drawing,
design, painting, sculpture, and ceramics curriculum
to meet the standards designed for a much lower grade
level, sometimes even in the same way teachers taught
them in elementary and middle school (Chapman,
1982, p. 75). One method to guarantee students
receive quality art education beyond elementary
school is to create a “feeder pattern” in a district,
wherein students move from elementary to middle
to high school with consistent arts curriculum, often
provided by nonprofits. Of course, this only works if
students stay in the same district from preK-12, and
heavily depends on the district’s plan for art education
and the programs made available as electives beyond
elementary school. If, for example, all students were
required to take art as an elective in middle school, and
each school offered a range of arts and humanities—
whether in its own curriculum or provided by
nonprofit programs—a variety of opportunities to
engage with the arts would be available to students,

*For more information on Angels Gate Cultural Center, see page 70.
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while still allowing for individual student choice. “What kind of school system would we
have if every kid had a full year of art in sixth, seventh, and eighth grade? [How] would
that prepare them to be able to choose electives in high school?” asked Denise Grande, Los
Angeles County’s Arts Education Director (personal communication, 2017).
“A well-grounded, systemic approach to arts education allows students a broad base
of information, skills, and content about art, which will allow them a base from which
to choose their own level of participation as they mature” (Rademaker, 2007, p. 33).
Developing deep and lasting art education programs—with student choice of electives
beyond elementary school and quality curriculum in diverse art areas—requires
an understanding by districts that as much as any other field of learning, art is rich in
conceptual complexity and worthy of standards-aligned, sustained curriculum for all K-12
students. The national visual arts standards, created by a diverse group of representatives
from the field of art education, are instructional, assessable, and aspirational, and offer the
first step in justifying the importance of and possibilities for offering arts programming
to students. Schools can look to nonprofits for assistance in developing arts curriculum,
and to fill the void in arts learning opportunities for students while they bolster their inschool programs, but ultimately it is the responsibility of school districts and education
administrators to offer standards-based, quality arts curriculum to all students, just as
they do for every other core academic subject.
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ARTS INTEGRATION

Arts-integrated curriculum is a vital part of the
conversation around arts curriculum design and
implementation. Often, art educators succeed at getting art into schools by using integrated curriculum,
where the arts are a mechanism to bolster student
learning in other subject areas. “Advocates often
work to justify arts education by attempting to align
arts education goals with other academic goals,
soft-pedaling the value of performance in the arts
as an evaluative tool of progression and learning”
(Rademaker, 2003, p. 17). As fewer schools maintain
art as core curriculum, art is often used as a means to
other ends. Growing emphasis on STEM (Science,
Technology, Engineering, and Mathematics) education
has impacted the way arts are “used” in schools; many
educators, encouraged in part by proponents of the arts
as a way to advocate for art education within STEMfocused education systems, argue for the arts as tools
for learning in other, more “academic” subject areas.
“Music is not to be given to students with the hope that
they will become enriched and engaged as individuals
in its artistic, intellectual, cultural, and spiritual
dimensions; but, rather, as a direct or indirect means of
achieving other ends” (Hope, 2002, p. 17).
Educational policy also impacts art education
curriculum—NCLB, for example, put great pressure
on classroom teachers to produce high test scores that
meet district expectations, so arts organizations can
feel the need to emphasize their program’s positive
impact on academic achievement in other subject areas
(Chapman, 2005, p. 131). Justifying arts education by
aligning the arts with other academic goals—such as
increased graduation rates and decreased behavioral
issues—is often viewed as an issue for arts educators,
who advocate for rigorous, sequential arts education
for its intrinsic value to students. This disparity
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between the instrumental versus intrinsic benefits
of art education is one we must continue to tackle
as educators and advocates. Some art educators
are concerned that integration of the arts into other
subject areas is not really art education, but rather,
“thinking visually or image-making at the service
of—not a deep understanding of creative practice”
(Drucker, personal communication, 2017). While
educators need be wary of using the arts solely as a
tool for advancing other academic goals, most people
working in the field believe there is room in schools
for both—the arts as a tool for learning other subjects,
as well as a discrete subject worthy of deep, standardsbased, sequential study.
In California, for instance, where school
budgets are limited, K-12 teachers are often pushed
to incorporate the arts. Arts integration works best
when the classroom teacher is personally motivated
to teach the arts, and has the necessary supports in
place to do so, including time to work with an art
specialist (usually a full or part-time, certified, inschool art educator) to plan an integrated curriculum.
Infrequent and sporadic planning time between arts
teachers, classroom teachers, and teaching artists is
a significant challenge in achieving integrated arts
education. “A key element of successful programs—
common planning time—allows lesson plans to be
shared, coordination of approaches and concepts
to be covered, and alignment of goals of the various
instructors to be put in place, yet has been difficult to
secure, largely because of over-extended classroom
teacher schedules” (Spilka, 2009, p. 21). General
classroom teachers, who may not have an arts
background but are strong teachers, can work in
tandem with an arts specialist to offer arts learning.
Grande (2017) argues that “If [classroom teachers] are

supported by an art teacher, they are not accountable
to the technical skills, but are instead able to truly
integrate.”
Nonprofits vary in the degree to which they
offer arts-integrated curriculum to schools; some
offer none, focusing solely on the arts, and others
offer curriculum to specifically aid teachers in
integration. One of the primary distinguishers of the
Armory Center for the Arts’ educational programs in
Pasadena, California, for example, is the linking of
the visual arts to other curricular areas, promoting
meaningful connections across curriculum. As an
arts integration curriculum specialist, Education
Director Lorraine Cleary Dale leads the training for
these programs. Artful Connections with Science and
Math, English Language Integration, and Common Core
are among the integrated curriculum the Armory has
designed for schools. Teaching artists are trained to
integrate the arts into these curricular areas, looking
at content standards in science or math to find themes
and methods of teaching those subject areas in an
artistic mode.
One of Armory’s eight-week science integration
programs for fourth and fifth grade students, Children
Investigate the Environment, takes classes into nature
on four field trips. The curriculum centers on themes
of water conservation, botany, and geology, using
art lessons to teach students to be stewards of the
environment and connect to the flora, fauna, and
habitat of their own city. The urban model of this
program, Artful Connections with Science, offers no
field trips, but teaching-artists instead bring nature
into the schools. This integration of the arts with the
common core science standards is an example of the
growing popularity of STE[A]M education—STEM
education, plus the arts.
“We try to integrate as deep and as wide as we
can, but there’s a focus with a theme or a concept. If
there is an integration opportunity, we’re doing it.
And the kids are making art,” explains Cleary Dale
(Cleary Dale, personal communication, 2017). The
Armory’s arts-integrated programs feature a variety
of artistic mediums, from sculpture, to drawing,
painting, book-making, printmaking, portraiture,
and beyond. Students also have the opportunity to

“The arts realize their
full power in education
through a dynamic
tension between the
arts as a discrete
discipline, and their
integration with other
subject areas.”
–DE N I SE GR A N DE

look at contemporary art and make connections in the
classroom. Beginning with formal artistic skills to lay
a foundation, they then move on to conceptual work,
each lesson relating the art practice to something the
students are learning in other subject areas, “so it’s
deep and steeped in meaning from more than one
perspective...then hopefully it will stick with them”
(Cleary Dale, 2017).
While arts integration into other subject areas has
been a topic of debate in California for decades, the
overwhelming consensus is that both are important.
“The arts realize their full power in education through
a dynamic tension between the arts as a discrete
discipline, and their integration with other subject
areas” (Grande, personal communication, 2017).
Students must learn arts skills, which can then inform
and expand their work in another subject areas. “It’s
a false argument,” Grande says, “both are important
and both have their place... Figuring out the balance
and the emphasis, now that’s a conversation.”
Arts Integration
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WHO SHOULD TEACH THE ARTS IN SCHOOLS?
Teaching/Teacher Training/Professional Development

Often art education is taught by a combination of classroom teachers, arts specialists who
are credentialed art teachers, and teaching artists. Who teaches the arts has important
implications for curriculum development, pedagogy, teacher training, teacher assessment,
and professional development for educators. Throughout my research, high respect for
teachers was consistent—teachers work daily with students, and deliver high-quality
education to help students succeed in school and beyond. When art content is not
delivered comprehensively, with focus on quality and standards, it is rarely, if ever, the
fault of a teacher, but rather the educational systems that devalues the arts.
The debate over arts teaching often centers on whether pedagogical or artistic skills are
more important in successful teaching of the arts. National teacher education standards
exist in all artistic disciplines for assessments in teacher licensing. The latest revisions to
these teacher credential-standards align to the national arts content standards, ensuring
that teaching and curriculum are aligned. Unfortunately, these systems are voluntary, and
few states have certification programs for arts teachers that align with their own state arts
standards. For example, in California, legislation was only passed in 2016 to add teacher
credentials in theater and dance, previously missing from the California state art teacher
credential. Now, the state is working to align these new teaching credentials with existing
state art content standards for theater and dance. It is a constant struggle to keep teacher
credentials and curriculum content standards aligned, and progress varies state by state.
Of course, this is only an issue when schools actually employ credentialed art teachers,
which many schools fail to do. As discussed in Chapter 2, when funding is tight, school
administrators are hesitant to hire certified arts instructors, or may cut those positions
from the staff entirely. Funding for certified arts specialists has deteriorated; in many
states, teachers are the number one resource lacking for art education (Constantino,
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2003, p. 27). For example, in Chicago public schools,
the Board of Education provides funding for only a
half-time specialist in one arts discipline for a school
with 750 students or fewer. Schools with a larger
student population receive funding for a full-time arts
position, but still in just one discipline (Constantino,
2003, p. 27). Often, larger schools might hire two
half-time arts teachers so as to provide instruction
in two disciplines. This formula does not allow all
children at the school to receive arts instruction over
the entire school year, and it certainly does not allow
for deep, sustained learning of, or mastery in, the arts
(Constantino, 2003, p. 27). Many school principals
draw from their discretionary funds if they hope to
supplement board-funded art teaching positions,
frequently drawing from Title I accounts in lowincome districts.
In many cases, classroom teachers bear the
responsibility of providing arts instruction. Although
many classroom teachers are thrilled to learn new
teaching methods and to implement them in the
classroom, most will never be prepared to teach the
arts at the level necessary for deep understanding.
Furthermore, in states where art education in schools
has been lacking for years, many general classroom
teachers did not experience the arts when they were
students and have had little or no training in the
arts. In most cases, unless the classroom teacher has
a particular affinity for the arts, Chapman (2005)
indicates that only “about ten percent of classroom
teachers may have content qualifications and interests
approximating those of [arts] specialists” (p. 129).
Many artists and art education advocates believe
that given the limits of classroom teacher preparation
in the arts, it is unrealistic to expect general classroom
teachers to be providers of arts instruction. “In
elementary schools, general classroom teachers
cannot be expected to be the primary providers
of standards-based arts instruction in all four arts
disciplines, especially when they are supported by
few published curricula or standards-based texts.

These conditions do not support quality instruction”
(Zakaras, 2008, p. 51). Barbara Drucker, founder of
the Visual and Performing Arts Education* program at
UCLA, stresses the need for trained teaching artists
in schools. Teachers need deep learning in the arts
before they get into a classroom, she believes. Her
respect for classroom teachers is clear, “I love them.
Fantastic people. But most of them feel very insecure
about the arts. They weren’t trained in the arts, they’re
not experienced in the arts. So if you push them to
incorporate the arts, how do they do it?” (Drucker,
personal communication, 2017).
The very limited knowledge of classroom teachers
in the arts makes the presence of art specialists in
elementary schools crucial, not only to provide
direct instruction to children, but also to offer artsintegration assistance to classroom teachers. Most
effective is when specialists serve as collaborators
with classroom teachers on a regular basis, not just a
few times a year. “Similarly, if a school has specialists
in several of the arts, opportunities for these
specialists to engage in joint planning improves the
likelihood that connections among the arts are made,
and that classroom teachers receive coherent help”
(Chapman, 2005, p. 131). Unfortunately, frequent
teacher turnover rates in schools also complicates the
ability of schools to provide quality art education and
the ability of teachers to collaborate, even in schools
where the arts are a valued part of the curriculum.
“The American Association of School Administrators
averages a superintendent’s tenure at three years.
Among new teachers, fifty percent leave the profession
within five years... New teachers in the workplace
average two years, by some estimates” (Abodeely,
2010, p. 59).
Nonprofits train teachers to deliver programming
to students; most employ teaching artists, who are
artists with deep training in a particular artform
and some training in teaching, who take program
curriculum into schools. “There has been a vast
intensification of accountability for teachers,

*For more information on UCLA’s VAPAE program, see page 110.
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yet teacher shortages are producing alternative
certification plans and the need for nonprofits to
provide teaching artists with no certification to
come into schools” (Hope, 2005, p. 12). In many
cases, nonprofits train teaching artists on curriculum
development, and those artists teach in the artform
they are most highly trained in—and most interested
in sharing with students. These teaching artists might
work with a school’s arts specialist on curriculum and
teaching methods, but most commonly they work
with classroom teachers to deliver programming
to students, particularly at the elementary level.
Nonprofits often supply everything needed for their
program, including art materials, and teaching artists
rarely have a designated space in which to teach. Most
often, these artists bring materials into a classroom,
work within a limited and unequipped space, and take
their supplies and tools with them at the end of the
session. In the most successful programs, teaching
artists collaborate ahead of time with classroom
teachers and administrators to determine how their
arts program will be delivered based on the unique
limitations of that school, but more often it is up to the
teaching artist to improvise and problem-solve as the
program proceeds over the course of a semester or a
school year.
Some nonprofits go beyond hiring experienced
teaching artists to carry out their programming,
offering training opportunities for artists with an
interest in teaching. In Pasadena, California, the
Armory Center for the Arts* offers a Teaching Artist
Fellowship program for post-graduate visual artists
interested in education. This nine-month fellowship
helps visual artists learn to teach children and teens
through hands-on art-making in a contemporary art
context. Fellows participate in a series of training
sessions, which expose them to innovative teaching
methods, educational theory, and idea-based teaching
processes. They receive mentoring by experienced
teaching artists as they assist in Armory programs.
Graduate or post-graduate students in visual art

may apply, and the Armory has partnered with local
university art programs to find fellowship applicants.
“I like really contemporary artists that are coming out
of art schools, thinking about theoretical connections
to their work, and taking risks, and making really
interesting work. I like bringing that thinking into the
teaching here at the Armory,” explained Director of
Education, Lorraine Cleary Dale (Cleary Dale, 2017).
The Armory’s artists learn to work in schools
and in the community, and “develop skill-sets that
they need to be able to be very effective with different
populations,” including working with at-risk youth, and
developing curriculum. Often, Cleary Dale explained,
fellows gravitate toward populations of students based
on their interests. For example, some artists prefer to
work in elementary classrooms, while others prefer
community centers. “I try to train the artists through
mentoring, and through their assisting and observing.
What are you interested in? What are you gravitating
towards?” (Cleary Dale, 2017). The structure of the
program allows flexibility for teaching artists, most
who have their own artistic practice or another job.
The Armory works with the artist and the school to
plan a schedule for the program, and employ about ten
to fifteen part-time teachers each year—“I have really
seasoned, well-trained artists that can teach across
the programs, that are really good in different school
environments,” Cleary Dale remarked—plus assistant
teachers and fellows-in-training. Most schools in the
Los Angeles Unified School District employ no fulltime certified art teachers at the elementary level, so
every time a teaching artist goes into a classroom, it
is an opportunity for the classroom teacher to learn
what arts education really looks like. Cleary Dale
(2017) states:
I think that [classroom teachers] really love it
when a teaching artist can come in... All the
supplies, everything is ready to go. They don’t
have to prep anything, they don’t have to worry
about the logistics. They can just hand it over

*For more information on the Armory Center for the Arts, see page 75.
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to this arts expert and it’s going to be amazing. And they can have a minute to
breathe, and they can look at their kids in a new way. And they can learn themselves,
because so many of them don’t have the arts background—it just wasn’t a part of
their training. (Cleary Dale, 2017).
The landscape and salaries of teachers providing art education to students is varied,
ranging from classroom teachers untrained in the arts, to teaching artists with deep
training in the arts but less experience with students, to credentialed art teachers with
professional teaching experience and robust background in the arts. Nonprofit providers
and teaching artists can offer successful solutions to schools and classroom teachers, yet,
it remains most effective to pair nonprofit teaching artists with full-time art specialists
employed by the school district. Both have something unique to offer: “There is a benefit
you get from direct contact with artists that you don’t necessarily get from credentialed
teachers—you might, but it depends who it is—and there is such value that can come from
bringing that spirit and energy and different perspective into the classroom” (Landon,
personal communication, 2017).
The partnering of nonprofit teaching artists and in-school educators can be highly
successful, and the mutual commitment of both the school and the arts organization can
give rise to systemic change. “Don’t push away the teaching artists or the private arts
organizations, bring them in and be thankful for their value” (Landon, 2017). Partnerships
are crucial in order for art educators to work most effectively and to reach all students with
high-quality art education while meeting the specific demands of each school.

Classroom
Teachers

• Salary paid by school
district
• Work full-time in schools
• Teach all subjects in
elementary school to one
class of students
• Teach specialized
subjects beyond
elementary school; i.e.
Biology, History, Algebra

Arts Specialists/
Credentialed Art
Teachers

Teaching
Artists

• Salary paid by school
district
• Work full- or part-time
in schools
• State teaching credential
in the arts
• Teach all students within
a school & can partner
with classroom teachers
in curriculum design

• Salary paid by nonprofit
• Work part-time in
schools
• Teach art to certain
classes or grade-levels on
a case-by-case basis
• Can partner with
classroom teachers
and arts specialists in
curriculum design

Figure 2. Who Should Teach the Arts in Schools?
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PROFESSIONAL DEVELOPMENT
Building individual teacher capacity is one of the most
important strategies for long-term change; it is crucial
to train classroom teachers to understand the value
of arts education. Although it remains unlikely that
the full range of knowledge and skills needed to teach
art to the standards can be developed in teachers
without strong arts backgrounds, in schools with no
budget for a certified art teacher there are methods
to bolster classroom teachers’ understanding of the
arts and help ensure they succeed in delivering some
arts programming to students. This begins with a
district support system that includes professional
development opportunities in the arts.
There must be a body of qualified people to
prepare new professionals to teach in the arts.
Training and support might be provided by district
officials, such as regional arts coordinators, or by
external providers working in concert with districts
and schools (Zakaras, 2008, p. 58). Nonprofits can
provide such services to schools, helping to determine
what artistic skills teachers need to know and be able
to demonstrate in the classroom, and what skills
are most important to share with students in the
time available (Hope, 2005, p. 6). In Pasadena, in
addition to their fellowship program for teaching
artists, the Armory Center for the Arts works with
school districts to provide professional development

opportunities. For example, their Artful Connections
with Math professional development program for
teachers offers methods for changing current practices
for teaching math in elementary classrooms through
integration of math and the arts. To create the Artful
Connections with Math curriculum, the Armory
worked with a math coach from the Pasadena school
district, sixty second and third grade teachers, and a
group of teaching artists. This collaborative teachertraining program serves as a model for arts-integrated
curriculum, and is available for other districts to offer
to teachers (for more on Artful Connections with Math,
see page 80). In 2002, The Armory also worked with
Los Angeles County on an initiative through the Arts
for All program that mandated that all nonprofit arts
providers who received county grant funding for their
arts education programs would go through a training
program to learn the state arts content standards.
Schools can commit to offering teachers rigorous
professional development in order to help them
to responsibly deliver arts instruction. Training
programs for arts administrators, professional
development opportunities in the arts for general
classroom teachers, and mentoring teachers in the
field is crucial for developing a broader understanding
in schools districts of what high-quality arts education
teaching practice can be.

HOW SHOULD THE ARTS BE ASSESSED?
Data Collection & Program Evaluation

How to assess student learning in the arts, as well as how to evaluate programs for effectiveness
and successful outcomes, is crucial in the struggle to establish art education’s legitimacy in
schools. “Researchers, practitioners, and advocates have long argued about whether and
how to develop quality indicators and valid, transparent, and reliable assessments” (Bodilly,
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2008, p. 15). Today, nonprofit arts providers, schools,
and art advocates debate the pros and cons of conducting
arts assessments. While most providers agree that the
development of assessments enables curriculum and
pedagogical improvement, no clear consensus has been
reached on the form those assessments should take.
In this era of accountability and evidence, hard
data is necessary as schools and arts organizations
compete for scarce resources. Data shortcomings
are a key limitation in analyzing school art programs’
successes and areas in need of improvement. “Within
school districts, good data on arts education are difficult
to come by, and state-level data are seldom collected”
(Zakaras, 2008, p. 31). Limited financial resources and
the cost of conducting evaluations, as well as limited
human resources and a lack of knowledge as to how to
conduct such evaluations, have led to a lack of data on
existing in-school programming. Hope (2002) states:
It is virtually impossible to produce trustworthy intelligence without good numerical
data. Numbers available today do not provide
authoritative answers about the rise or fall
of access or participation in school-based art
education. Nor do available data correlate
specific kinds of study with specific results
over the long term. Without such data and
analysis, the field does not have fundamental
indications of its status or progress in a
national sense. (p. 20)
Furthermore, when policy requires reporting in
academic areas subject to high-stakes testing,
schools often do not spend time or resources on
evaluation in the arts, an area where they will not be
held accountable for outcomes. “K–12 children will
not be provided with more and better arts education
until states follow through with an accountability
system and ask districts to report on arts instruction
provided and learning achieved. Unless state boards
of education require such results, their arts standards

and mandates will be ignored” (Zakaras, 2008, p. xx).
To better understand the overall arts-learning
environment, including community providers, data
is crucial, yet data on nonprofit arts learning is in
many cases as minimal as school-based art education
reporting. Many nonprofit organizations rely on staff
to design and carry out program evaluations, people
who frequently have little or no knowledge of how to
effectively assess programs, or how those evaluations
fit into program planning (Amrein-Beardsley, 2009,
p. 14). Most studies done in this area tend to be
case studies of exceptional programs, so much of the
existing analysis of nonprofit art education programs
has been built upon individual programs that appear
to be most effective. This is hardly a comprehensive
overview of all providers offering arts education
programming to schools, and it is difficult to know
how many such programs exist, or how many children
they are reaching.
Before progress can be made to increase highquality in-school arts learning, we must strive to
understand the varied arts education opportunities
currently provided to students by both schools and
outside organizations. Some states have completed
assessments of art education programs, allowing
policymakers to use that data to identify gaps and
inequities in art education and to develop strategies
for addressing those issues. Such data can describe
the amount of art instruction currently delivered,
populations of students reached, content of the
learning provided, use of arts-integrated curriculum,
instructional hours spent on the arts, and physical
space used for arts instruction. Data collected can
also reveal funding allocations for arts programs,
quantity and certifications of teachers, and arts-based
teacher professional development, as well as how data
relates to other educational data, including a school’s
test scores, or attendance and graduation rates.
Beyond revealing the state of art education
in a school, district, or state, surveys can help to
galvanize support for future arts initiatives, serving
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as the basis for partnership-building and, ultimately,
for change; “many successful initiatives began their
work with research and surveys” (Abodeely, 2010,
p. 59). Data on the status and condition of a school
district can illuminate disparities in arts education
among income levels, bringing social justice issues to
light. This data can be used to inform and motivate
advocates, funders, and policymakers, offering
concrete information demonstrating “which parts of
the system can most benefit from intervention, and
identify strategies that are the most likely to improve
outcomes” (Zakaras, 2008, p. 27).
The ultimate goal with art education program
evaluation, both in schools and at private arts
providers, is to use that data to encourage strategic
thinking and partnerships between stakeholders,
establishing plans to fill gaps in provision with data
“serving as the first step in igniting coordinated
efforts to improve access” (Bodilly, 2008, p. 48). Art
advocates can use data to shift public opinion and
increase public awareness about the importance of
the arts to children. Given the threats that the arts
face, advocates require data that will enable them
to develop persuasive messages and guide efforts
to target those messages most efficiently. “The
problem isn’t financial. The field needs wiser, not
larger, investments in data gathering and analysis”
(DiMaggio, 1999, p. 35).
Assessments can also help nonprofits to do their
work more effectively, improving their programs

to better serve their students. “Supporters of the
arts need to think strategically about how to fund
program evaluations or cultivate in-house evaluators
to collect and use data to better inform their practices
and ultimately promote programs that benefit student
learning” (Amrein-Beardsley, 2009, p. 12). Data
can also help nonprofits garner support for their
work from schools, the community, and fundraisers.
Collected information can aide in grant-making and
development, offering evidence of successful program
outcomes, numbers of students reached, and how
programs positively impact academic performance.
This proof of effectiveness and success helps
strengthen fundraising efforts.
Finally, schools, nonprofit organizations, and art
advocates can use this data to make strides in changing
educational policy in favor of increased resources for
in-school art education. “Art organizations need
to institute data-gathering plans... in order to make
strong statements to government officials. Data
collected regularly and presented on a regular basis
will have a greater chance of convincing government
officials than will stories of personal experiences”
(Irwin, 1993, p. 75). Concrete data revealing the
positive outcomes of arts programs for students helps
to motivate broad changes in districts and states and
garner support for strong in-school, publicly-funded
arts programs, which ultimately increase access to the
arts for all students.

“Don’t push away the teaching artists or
the private arts organizations, bring them
in and be thankful for their value.”
–JOE L A N D ON
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INTEGRITY OF ART EDUCATION MOVING FORWARD
When considering questions of art education integrity, including what art should be taught
and how, who will teach the arts, and how the arts can best be assessed, it is imperative
to look at art education provided by schools as well as nonprofits supplementing inschool arts learning. Because schools and nonprofit organizations decide how, when,
and where they will provide arts learning to students, and because regular assessments
on art education outcomes are inconsistent, it becomes vital to ask critical questions to
guarantee students are receiving high-quality, sustained, and equitable arts curriculum
from qualified teachers, and that programs are assessed and improved regularly in order to
provide the most meaningful opportunities for youth learning through the arts.
Whether or not the arts are being taught sufficiently is of great concern to those in charge
of educational policymaking, and those setting educational standards. In districts with
high investment in the arts, an arts education coordinator in the district administration—
often in the school system’s central offices—can serve as an advocate for the arts and work
to maintain the integrity of art education. The Los Angeles County’s program, Arts for All
provides districts with two years of support from an arts coordinator—but many districts
have asked to keep their coaches beyond the two years. “Given the lack of exposure to the
arts in schools and of arts training... it is no surprise that administrators and teachers need
support to provide arts education” (Bodilly, 2008, p. 61).
Artists and art educators must continue to offer support to schools for arts curriculum
development, teaching, and program assessment, according to the specifics of the local
context. These artists can offer a voice that activates, inspires, and ultimately secures the
integrity of arts education and increases access and equity in arts learning opportunities
for all public school students.

Integrity of Art Education Moving Forward

51

HOW DO WE ENSURE SOCIAL
JUSTICE IN EDUCATION &
EQUAL ACCESS TO THE ARTS
FOR ALL STUDENTS?
The arts community and nonprofit providers are making incredible strides in increased
access to the arts, yet art education in many schools across the country remains scattered.
“Where we’re left is some kids, in some schools, get some art, some of the time” (Grande,
personal communication, 2017). The lack of equity in access to high-quality, sustained art
education for all students is a matter of social justice. Substantial disparities exist in access
to arts education based on socioeconomic status—even in districts with a commitment to
the arts and an established art program, students in low-income schools receive much less
arts education than students in affluent schools.
Disparities in education based on socioeconomic status can be seen across subjects,
countrywide. According to a 2016 report in The New York Times, “Money, Race and
Success: How Your School District Compares,” sixth graders in the richest school districts
in New York are academically four grade levels ahead of children in the poorest districts.
Using the proportion of students in a school who are eligible or free and reduced prices
lunches as a proxy for the socioeconomic status of a school’s population, it is possible
to examine offerings of art education in schools with both high and low socioeconomic
population, often associated with high and low concentrations of minority students. As in
other academic subject areas, studies reveal wide, ingrained inequity in opportunities for
arts learning based on socioeconomic status (Chapman, 2005, p. 119).
Patterns of funding in school districts reflect differences in community wealth, and
wealth has implications on the integrity of art education. The inequities in provisions
between wealthy and financially struggling districts can be seen in everything from
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supplies available for arts learning, to qualified
teachers, to how often outside arts organizations are
relied upon to supplement arts programs for students.
Relative to more affluent schools, schools with high
percentages of low socioeconomic status and minority
students are about twenty-five percent less likely to
have an art room with adequate supplies, about twenty
percent less likely to have a certified arts teacher on
the staff, about twenty percent more likely to receive
arts instruction from a non-specialist teacher, and
about fifteen percent more likely to rely on outside
sources for more than half of the allocated funds for
their arts programs (Amrein-Beardsley, 2009, p.
11). Furthermore, about fifteen percent of wealthier
schools offer art classes less than once a week, but this
increases to thirty-six percent in low SES schools, and
forty-two percent in schools with a high proportion of
students in minority groups (Chapman, 2005, p. 123).
Perceptions of support for art education become
crucial in struggling schools, and of immeasurable
importance to art education advocates. The valuing—
or devaluing—of art education by principals and other
school decision-makers can either help struggling
schools to improve, or make conditions worse. Less
than half of schools across the board—forty-five
percent—include arts education in their mission
statements or in their school improvement plans;
at the same time, thirty-eight percent have reform
initiatives to integrate the arts into the curriculum
(Chapman, 2005, p. 121), yet in struggling schools,
there is even more limited time and funding to
support teachers in arts integration. There is ample
evidence that support for art education is actually
lower in high-poverty schools and in schools with
high minority populations—in low socioeconomic

schools, the “perceptions of principals may function
in the manner of a self-fulfilling prophecy, lowering
efforts to build more positive attitudes about arts
education across the board” (Chapman, 2005, p. 122).
The education system effectively punishes low
socioeconomic status students—their schools allocate
less funding to the arts, but on top of what is lacking
in schools, parents of those students are less likely to
be able to afford outside arts opportunities for their
children to supplement what is lacking in school. In
his September 2015 New York Times article, “Education
Gap Between Rich and Poor Is Growing Wider,” Porter
writes, “The children of less educated parents suffer
higher obesity rates, have more social and emotional
problems... And because they are much poorer, they
are less likely to afford private preschool or the many
enrichment opportunities—extra lessons, tutors, music
and art—that richer, better-educated parents lavish
on their children.” If the arts are not taught regularly
in school, parents and students must seek outside
opportunities to explore the arts. While some families
access informal education systems, such as afterschool
or summer programs, for arts opportunities, these are
available only to those with the resources to afford
them.
The inequities created by so-called “shadow
funding,” or funding for arts education provided by
parent groups in affluent areas but not in low-income
areas, inherently leads to more inequity. If outsideof-school opportunities are the only available way to
engage in the arts, some students—perhaps most—
will be excluded from arts-based learning. In her article
“Art Education as a Political Issue,” cited in Smith and
Berman’s Public Policy and the Aesthetic Interest (1992),
Chapman warns that “it is the absence of school [art]
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programs that contributes to the virtual monopoly
on the arts now exercised by a particular social class”
(p. 133). The under-educating of certain populations
based on socioeconomic status has implications for the
future of the arts: “Those who participate in the arts
remain overwhelmingly white, educated, and affluent”
(Zakaras, 2008, p. xiii). My primary concerns—
access to arts education for all children and equity
in education—are at stake when high-quality art
education is not offered in all public schools, regardless
of socioeconomic conditions.
The growth in nonprofit programs supplementing what is lacking in schools has certainly helped
increase access to the arts. Many nonprofits specify
in their mission statement a commitment to serving
underprivileged communities and students. Across
the board, without fail, every nonprofit provider,
art advocate, philanthropist, and educator I spoke
to during the course of this research stated that
social justice is of great concern, and that access and
equity in art education is the motivating force behind
their daily work. In Los Angeles, this is an ongoing
and significant challenge. Large and sprawling,
Los Angeles County’s physical size and volume of
high-need areas surpasses any other in the country.

Navigating Los Angeles is nearly impossible without
a car, and in low-income, high-need areas, traveling to
an art class is an unaffordable luxury.
Despite these challenges, nonprofits are doing a
lot of good within Los Angeles’ diverse communities.
“The intention of this program from the very beginning
was to try to fill in the gaps of where students weren’t
having access, and weren’t included in programs that
were offered in other wealthier areas of our city,” said
Glenna Avila, Director of CalArts’ Community Arts
Partnership*. “So it’s all about social justice as far as
I’m concerned. The lack of access and inclusion is a
social justice issue, so that’s what we’re doing on a
daily basis” (Avila, personal communication, 2017).
Angels Gate also sees this as social justice work;
for Amy Eriksen, equity and advocacy are two sides of
the same issue. The desire for social justice determines
which communities they bring their program to. It
would be easy, she reflected, to go to one of the more
affluent school districts in the county and find a PTA
to fully fund their program, but “there’s a reason I don’t
do it—they already have [access to the arts]” (Eriksen,
personal communication, 2017). Angels Gate’s Artist
in Classrooms also provides Arts Exploration field trips
on-site at Angels Gate, bringing students to visit their

“It is the absence of school [art] programs that
contributes to the virtual monopoly on the arts
now exercised by a particular social class.”
–L .H. C H A PM A N

*For more information on CalArts Community Arts Partnership, see page 105.
54

Social Justice in Art Education

galleries and studios, followed by an arts-making
experience. “When we have a class ratio of ninety
percent Latino students who walk through the door
for a field trip, and have never been in a gallery before,
and then five of them bring their parents here the next
week and say, ‘Look, this is what they showed me’—
that’s the work I want to be doing” (Eriksen, 2017).
At the Armory Center, Lorraine Cleary Dale
understands the value of teaching art to a diverse group
of students. “I’m an artist... To me, this is a part of my
arts practice. I think that being an artist is more than
just being in your own studio, it’s about making sure that
other people have access to art, so that it continues to be
relevant to younger generations... making sure kids have
really empowering, transformative experiences that are
meaningful to them.” The Armory works across Los
Angeles County to provide arts programs to a variety
of schools. “It’s all about access and the lack of access.
That’s why we’re merging out to [other communities]...
because they don’t have access... I’m very committed
to being in low-income schools that don’t have a lot of
opportunities.”
In the philanthropic community, these issues
are equally important. At California Humanities*,
data on arts education access and equity is gathered
and then presented to elected officials in Sacramento,
supporting policy positions designed to increase
access to the arts in schools across the state. “Really
looking at who’s teaching [art] classes, who’s taking
them... the access and equity piece, I think, is always the
center point of whatever we’re doing...” (Fry, personal
communication, 2017). It is clear that nonprofits
and other supporters of art education, in addition to
providing programming to a diverse group of students,

can impact equity and access systemically. “We’re at
a moment where decades of arts organizations, largely
funded through philanthropy, have been supporting
the system. There has been a value to their argument,
‘If not for me, these schools wouldn’t have anything.’
How much has this gotten us into a self-perpetuating
cycle?” asks Denise Grande, Director of Art Education
for Los Angeles County (personal communication,
2017). Rather than focusing on funding, Arts for All
is working on strategic planning to use resources,
including nonprofit arts providers, to build a network
and ensure everyone is clear about where the gaps in
art education in schools are: “We can be working with
a lot more impact if we’re being strategic and aligning
resources. I don’t know that it’s always a question of
more money” (Grande, 2017).
The disparity in access to art education based on
socioeconomic status brings up issues of advocacy
and the necessity of supporting arts education in
high-need districts. “How much longer are we going
to be okay with this?” Grande asks. If we believe in
all the good arts education does, “Why do we think
of this as separate or different than we do math or
English?” (Grande, 2017). Nonprofit arts programs
cannot compensate for the weaknesses that exist in
K–12 arts education—public school remains the only
infrastructure with the potential to provide access to
the arts for large numbers of young people, regardless
of socioeconomic status or ability to afford private arts
learning. If schools do not intentionally work toward
access to the arts for all children, then equity will be
highly improbable, “given the idiosyncratic nature
of current in-school and out-of-school arts learning
provision” (Bodilly, 2008, p. 49).
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CHAPTER 4
Crucial Methods

To fully infuse the arts into the school day,
providing equity and access for all students to highquality art education, art supporters must overcome
multi-faceted challenges. Although many education
reform movements focus on schools and school
districts, due to the complex ecology of arts education
that has evolved over the past few decades, varied
groups have a stake in and are influencing arts education
practice and policy. Art education reform relies not
only on school districts, principals, and teachers, but
also on the work of higher education institutions, local
and state governments, philanthropic organizations
and funders, and nonprofit and private arts providers.
To date, this highly complex system of art education
supporters has regrettably not yet been able to reverse
an ongoing dismantling of arts learning in public
schools, but by working together to create systemic
change, they can make a significant difference. Hope
(2005) argues that “Issues of [art education] survival
and health are not and cannot be influenced or decided
by art educators alone. Clearly, art education interacts
with other fields and their interests, both within and
beyond the arts and education” (p. 7).
To replace policy that marginalizes the arts
in schools, arts education champions must drive
education reform—reform which designates the arts
as a core subject and increases efforts to improve
access for all students. These stakeholders must
commit to partnership building, forge a common
agenda with agreed upon goals, and engage in strategic

planning to determine what steps each partner will
take to meet the goals. On local, state, and national
levels, well-developed strategic efforts and dynamic
partnerships between supporters can spearhead
efforts to stem the decline of art education. At the
micro-scale, partnerships between a local nonprofit,
such as Free Arts NYC or DownCity Design, and a
school can help to establish an arts program where
one might not otherwise exist. At macro-scale,
coordinated initiatives across provider organizations
can be the first push to ignite citywide policy change.
“By bringing together multiple organizations, all
with the goal of improving access to high-quality arts
learning experiences, it would be possible to compete
against the political and structural focus on subjects
other than the arts, to better leverage resources, and
to overcome inequities in provision” (Bodilly, 2008,
p. 74). My research has examined both small and
large-scale efforts and multiple perspectives, offering
a better understanding of how the arts are subsidized
in schools at the local level, as well as examples of
broader initiatives for art education reform.

Commit to Partnership-Building
The first step in advancing reform to bolster art
education in public schools must be a commitment
to partnerships among key stakeholders. Although
approaches to problem-solving are multi-dimensional
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“Coordination efforts have produced a
powerful vehicle for change... efforts, if well
planned and executed, will eventually give
more children opportunities to engage in
high-quality arts learning experiences.”
– S.J. B ODI L LY

and varied, creating a robust network of “educational
policy influentials and grassroots members, including
a set of collaborating relationships at local and statelevels to work together to frame common arts and
education policy issues, set education improvement
agendas, and put the advocacy and systems-change
work into action” is critical (Spilka, 2009, p. 28).
Nonprofit providers of art education each have skills,
roles, and spheres of influence in which to carry out
their work. When nonprofits work together, they can
generate a wider sphere of supporters for their cause.
Collaborations serve the mission of these
organizations better than competition. Strategies and
tactics for achieving goals may vary, and interactions
and relationships between stakeholders are complex,
but it is critical that supporters of art education
acknowledge their shared goals and strive to put aside
differences. Bodilly (2008) argues that:
Fragmentation of the arts education field into
separate and often vying groups based on
pedagogy and curriculum, or excessive focus
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on one class of provider to the exclusion of
others, seems ill advised in a sector that is weak
compared with its competitors for time and
space in the lives of children. Philanthropies,
community leaders, and the leaders of provider
organizations would do well to minimize
the vocal differences among these groups
and maximize the united front needed to
successfully promote arts education. (p. 78)
To strengthen collaborations between arts organizations and schools, support should be given to those
nonprofits whose programs are aligned with state and
national arts standards, have a long-term outlook, and
encourage parents’ support and participation. Schools
can be open to accepting the aid of nonprofit partners,
and in turn those community partners can become
more active in advocating and building bridges among
policymakers to work toward shared goals.
The education sector will need to accept the
involvement of programs provided by the arts

organizations to increase public awareness
of what the arts do for the education of all
students. Crucial to local implementation of
arts education policy is leadership from the
education sector to direct the advocacy efforts
of the arts sector. (Modrick, 1998, p. 30)
Providers of art education programming, and educators
who advocate for arts learning within school districts
where support for the arts is tenuous at best, can feel
isolated in their efforts or unsure of how to access
support. Broad coordination between art education
supporters offers a system of guidance to educators
and artists who might otherwise feel alone in their
goal of increasing access to art education for students.
Foundations, higher education arts institutions, and
arts advocacy groups can become sources of support
for arts providers and public school educators.
In their study “Revitalizing Arts Education
Through Community-Wide Coordination,” (2008)
Bodilly and Augustine examine coordinated efforts
in six United States cities to improve arts education
through collaboration. They discuss why and how
these efforts have unfolded, as well as the associated
challenges. Although the article acknowledges that
coordinated arts learning efforts are “fragile, vulnerable
not only to policy and political changes, but also to blows
such as test-based assessments of non-arts subjects and
the related lack of time and space in the school day” (p.
79), they also conclude that open, mutually-beneficial
relationships between arts education supporters—in
which each partner supports coalition-building and
coordinates their efforts—can often lead to accelerated
and improved effectiveness. Forging partnerships with
stakeholders in youth arts learning at the state and
even the national level can be critical when attempting
broad, systemic change. “Coordination efforts have

produced a powerful vehicle for change... efforts, if
well planned and executed, will eventually give more
children opportunities to engage in high-quality arts
learning experiences” (Bodilly, 2008, p. 80).
Government agencies have a significant role to
play in influencing and advancing arts learning in
schools. In Los Angeles, the County Art Commission
supports arts education both by funding non-school
education programs and by providing infrastructure
to support art education in schools. For each of my
interviewees, coordination appears to be highly
beneficial, which is an encouraging message for
other communities. Coordinating language is also
important for advocacy. “We’re going to have more
power if our messages and our strategies are aligned,
so a lot of the advocacy right now is top down, bottom
up... While we’re working locally and regionally, we’re
also always communicating with state partners—
people across California that are doing the same types
of work or are part of the state-wide conversation—
the California Arts Council, California Department
of Education, California Alliance for Arts Education”
(Grande, personal communication, 2017).
When each partner commits to sharing
knowledge of best practices—to the mutual benefit
of partners around their city, or even nationwide—
can become powerful forces for change. Leaders
with unifying vision can create organizational goals
for all partners, and encourage the sharing of assets
across varied partners to enable growth. Partnershipbuilding is a crucial component of any art education
policy-change agenda. “Effective policy- and systemschange efforts require a diverse set of partners and
stakeholders, with a clear vision and buy-in for the
agenda... [and] strategically recruiting new partner
members who have strong relationships with
education policymakers” (Spilka, 2009, p. 15).
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Forge a Common Agenda & Engage in Strategic Planning
Once partnerships are established between supporters of arts education, the next step
must be to set a common agenda and clear goals, and then to develop strategic plans for
achieving those goals. High-quality, in-school art education for all students must be the
common agenda if success is to be achieved. While each partner must continue to develop
individual expertise and fields of influence—educators must teach the arts to their
students, nonprofit providers can continue to evolve and implement their programs—
each must also collectively commit to working together toward a common framework.
For example, in Chicago, a task force working to increase access to art education in public
schools city-wide set a goal of art for all students at the onset of their strategic planning
process: “The arts will be a core discipline in Chicago public elementary schools. Our
school system will provide equitable, sustained and developmental instruction in the
production and traditions of the arts, including dance, theater, music, and visual arts, to
all Chicago public school students” (Constantino, 2003, p. 28).
A common agenda not only defines the goals, but also allows for individual input and
ownership and appropriate distribution of next steps for each partner toward achieving that
goal. “To function as effective partners, each must accept distinctions in the fundamental
missions of the other” (Modrick, 1998, p. 30). Clarifying expectations and building a
shared, explicit understanding among all stakeholders of how initiatives for change are
expected to work, what role each organization will take, and “allowing adaptation to
different contexts in which [the plan] was being implemented” (Spilka, 2009, p. 10) are
crucial. Specific, reachable desired objectives, such as mobilizing a school district to pay
for professional development in the arts, makes it possible for sites to develop detailed
strategic plans and advocacy efforts to make progress toward specific goals, and to track
their success. Strategic plans specify which students will be served, what role each partner
will take in the effort, and how programs will be evaluated and improved. Effective
coordinated approaches for my interviewees included convening regularly to ensure
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clear, consistent communication, and to sustain
support, share progress, and determine next steps.
It also included establishing effective leadership,
seeking funding devoted specifically to increasing
coordination efforts, collecting research, and tracking
and sharing data.
Meeting the long-term goal of in-school access
to art education for all students requires persistence.
Partners must be stable, dedicated to a long-term
coordination, and resilient in the face of setbacks. “It
takes a long time to effect systems change,” explained
Julie Fry, President and CEO of the California
philanthropic organization, California Humanities.
“Do we have the appetite to take on something that
may take two steps forward and one step back, and
change as administrations change, and elected
officials change, and school board members change?”
(Fry, personal communication, 2017). Advocating for
arts education is an ongoing battle.
Leaders frequently referred to their work as
being on a ten- to twenty-year timeliness, or
even as ‘endless.’ They articulated a deeply felt
conviction that arts education would always
need advocates and that their job would never
be done. In addition, the cases showed the
importance of stability over time in leading
these efforts. (Bodilly, 2008, p. 66)
It is crucial that across organizations, common goals
and strategic plans are established to increase longterm viability of these efforts.
Education policy can be influenced when multiple
interested groups work in coalition to inform and
at times pressure policy decision-makers. Progress
being overturned by changes in political leadership
or policy can be counteracted when a strong support
system of partners working toward a common agenda
pushes forward an agreed-upon strategic plan despite
bumps in the road. Working toward a common
agenda with multiple points of entry, school leaders,

arts educators, classroom teachers, cultural and
nonprofit partners, elected officials, and leaders from
philanthropy can create systemic changes that impact
educational policy and increase access to high-quality,
in-school arts learning for all students.

Commit to Art Education Advocacy
Each nonprofit organization decides how, when,
and where it will make arguments for the value of
art education. Examining art education advocacy
reveals crucial tactics and strategies to increase art
education within school districts. Advocates cultivate
support—they understand the value of art education,
and the skills and knowledge needed to have rich
encounters with art. Advocates work to raise public
awareness of the need for comprehensive arts learning
for all students, and fight within political arenas for
art education. Advocates attempt to increase arts
opportunities for young people in schools, knowing
that encounters with the arts in youth help to create
art lovers for the future.
National surveys overwhelmingly reveal public
support for the arts, but “most people’s attitudes
towards arts policy are ill-formed, weakly held, and
therefore easily swayed by vivid images or vigorous
arguments” (DiMaggio, 1999, p. 33). Where opinion
is uncertain, strategy and advocacy efforts are crucial.
Advocacy is vital to changing the narrative about
educational priorities, and to increasing support by
districts and policy-makers for strong in-school arts
programs. Advocacy can be challenging and time
consuming, particularly for organizations with limited
funding and experience. This is why broad-based
stakeholder partnerships are essential for successfully
initiating advocacy efforts and for navigating district
education policy. Strong, established nonprofit
arts learning programs, with significant experience
demonstrating their worth and efficacy, already have
an appreciation for the value of advocacy alongside
their program offerings. They can share effective

Commit to Art Education Advocacy

61

“Increased community support for the arts—
politically, monetarily, participatory—can
affect public policy, including K–12 policies.
When communities advocate for the arts to
their governments, policies can change.”
–L . R A DE M A K E R

strategies with partner organizations. These more
advanced sites, which also have stronger research
capabilities, have been able to mount compelling and
convincing arguments to sway local politicians to
lobby for more arts in their local districts.
How do arts nonprofits and other art supporters
become advocates for increased arts education in schools?
First, they understand and are able to articulate the value
of arts-learning, the current state of arts education locally,
and the key aspects of successful visual arts learning
programs both in schools and in the community. “Do
we know enough to lead others to understand why [art]
is worth teaching in the schools? ...What do we need
to know in order to address both neutral and hostile
audiences?” (Hope, 2002, p. 19). Advocacy efforts can be
both direct and indirect. Direct advocacy might include
speaking in political arenas, working with artists to
make them aware of their local school’s needs, speaking
with government agencies about possible changes to
educational policies, and helping with efforts to alleviate
funding challenges teachers and administrators face
in their struggle to provide art programs. Indirectly,
advocates can spur students, parents, teachers,
principals, and others to request more art education
themselves. They can communicate on multiple
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fronts, with schools, community members, and other
arts and cultural organizations, but also with local
and state policymakers.
Gathering evidence and data, both quantitative—
such as increased student achievement, attendance or
graduation rates—and qualitative—such as quotes
or stories from students and art educators—can help
with case-making. Advocates can use research and
data to develop communication strategies, sharing
information about the current state of the educational
policy goals they wish to address, as well as successful
methods for improving the current state of arts
education. Without systems-level information about
arts education provisions in their school district,
nonprofits may have difficulty determining how
much money is currently being spent on the arts,
how many certified arts teachers are working in the
district, which nonprofit arts providers are working
within schools, and the overall extent of students’
engagement with the arts. A lack of conclusive data
on the current state of the arts in schools “hampers
advocacy efforts, since sites do not have a baseline
from which to calibrate their progress” (Spilka, 2009,
p. 18). Data successfully presented can illustrate to
district administrators and policymakers the link

between quality arts instruction and other school and
district goals. For example, showing a correlation
between the arts and increased student retention
might be successful in convincing a local principal
of the importance of the arts to students. Finding
the right argument when making advocacy efforts is
crucial to success.
Data can help to incite real change; for example,
by demonstrating the importance of sustained art
education beyond elementary school, advocates
can attempt to secure more middle and high school
opportunities for arts learning. Beyond elementary
school, arts classes typically become elective, meaning
that participation in art education declines in middle
school and is minimal by high school. As students
mature, they are less likely to pursue courses in the arts
unless they have special interest or talent. If students
have not had quality, sustained art education through
elementary school, it is no wonder they do not choose
art electives once they reach middle and high school.
“Of all the age groups, teenagers are the least likely to
receive arts education that could foster their interest
in future participation in the arts” (Zakaras, 2008, p.
34). Advocates can encourage schools to offer more
art options beyond elementary school.
Linking program results and socioeconomic data
has also proven to be particularly persuasive. When
establishing advocacy goals, communities can be
galvanized around issues of educational equity. A
number of sites have used data showing that more arts
opportunities exist in high-income communities than
lower socioeconomic communities, creating a gap in
access and omitting large numbers of lower-income
students, and frequently students of color. Using this
equity framing, sites can demonstrate how moving
away from fragmented arts education programs to a
citywide, systemic solution increases equitable access
to the arts. To galvanize support for expanded arts
programming, data showing inequities in current
program distribution can also be shared publicly,
prompting parents and community members to apply

pressure to elected officials to change the way in which
arts programs are offered in schools. In response to
these efforts, districts may commit to placing more
arts teachers in schools, or to providing more inschool time for arts learning.
At Angels Gate Cultural Center*, Amy Eriksen’s
enthusiasm for advocacy abounds. Advocacy is a part
of the organization’s programming efforts. “What has
happened is, since the whole school is getting art, art
is now in front of everybody. They’re thinking about
it, and the parents are getting involved. It’s been a goal
of mine as a cultural center to build arts advocates...
so that became the mission of the education program”
(Eriksen, personal communication, 2017). Because
each district’s board of education makes decisions
which impact the schools in their area, it is up to art
advocates to work with the board of education to relay
the importance of their work and to put a plan in place
to increase access to the arts for all students in the
district. “What really needs to happen,” says Eriksen,
“is we need to have a master arts plan for every school.
We have a school plan for other [subjects]—lets have
a plan for arts” (Eriksen, 2017).
In Los Angeles, the County Arts Commission,
school districts, and nonprofit advocates are working
toward equity and access in art education, but some
believe their work is not as connected and interwoven
as it could be. “The County has their plan, the school
has their plan, we [nonprofit providers] have our plan,
but no one is talking about one big plan,” remarked
Eriksen (2017). However, efforts are being made to
encourage these varied entities to share their work
and to collaborate more effectively. Rory Pullens,
Executive Director of Arts Education for the Los
Angeles Unified School District, has a staff working
with local artists and galleries to encourage them to
advocate for local art education, reminding them
that young people engaging with the arts is a way to
ensure a future audience for their own work. Building
a love for the arts in young people is a way to build arts
appreciators for the future.

*For more information on Angels Gate Cultural Center, see page 70.
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Constructing a case and developing effective
arguments, organizations must work collaboratively
to reach out to the public about the impact of
their work. Conflict among providers, such as
disagreements about the most successful approaches
to arts instruction, must be put aside in order for
collective progress to be made. It is crucial that
collaborations are strong, and a united front agrees on
a unified vision for art education. “Only by working
together can they persuade the general education
community—and the American public—of the
importance of arts learning” (Zakaras, 2008, p. 102).
In this way, advocates are moving toward a systematic
approach to change, rather than seeking piecemeal
funding for their own isolated program.
In Los Angeles County, Arts for All* works with
local advocates to empower them to fight for art
education. “Since the beginning, the goal has been
that students—all 1.6 million students—have the arts
as part of their public education. That goal has stayed
constant, although specific strategies have shifted
according to the times,” Grande explained (2017).
In 2017, Arts for All has two main aims; first, to work
with school districts and arts organizations to expand
teaching and learning in the arts, and second, to work
with parents, community members, advocates, and
public officials to build political and public support
of arts education. “So it’s, ‘How do we get more
[art] in [schools]?’ and, ‘How do we build a case for
doing that?’” (Grande, 2017). Case-making for arts
education is a crucial component of Arts for All’s
mission, and a local professional art advocacy group,
Arts for LA, helps Los Angeles County with their
long-term advocacy strategies, including building arts
advocates’ leadership skills.
Overall, success is based on the ability of each
partner to build top-down and bottom-up support
for arts and education, with targeted, strategic
communications. Advocates must take a broad view
of the support infrastructure for arts learning to
determine where and how they might have the most

leverage in spurring improvements, and where they
can most effectively use tools other than grant-making
and fundraising to improve access to art education.
Advocates must consistently answer the question:
what do the arts offer that is worthwhile to students?
Given the current state of limited public
commitment to arts education... focus on
public will-building is appropriate, timely and
very necessary. Supporting the arts education
field, locally and nationally, to understand
the critical role that communication and
advocacy efforts play in influencing public and
private policies provides a new and significant
direction for the field. If discrete arts and
education programs are ever to reach scale,
learning how to influence these public and
private policy decisions is essential. (Spilka,
2009, p. 23)
Arts education supporters must become advocacy
entrepreneurs, or seek to initiate dynamic arts
education policy change through communication,
networking, and case-making—crafting arguments
in support of concrete arts education advancements.
Advocacy efforts must be ongoing. Perhaps the most
crucial way to bring about systemic change through
advocacy is to encourage and promote change in
state education policy. Zakaras (2008) suggests that:
“Time and money will not be made available for arts
education unless state residents and their political
leaders are convinced that arts education should
be a basic part of K–12 education” (p. xix). Arts
organizations are uniquely positioned to advocate
for the benefits of the necessity of arts engagement
in our education system. And Constantino (2003)
wonders “What kind of evidence (such as increased
test scores, consistent student achievement on teacher
assessments, increased attendance and graduation
rates, and so forth) is needed to convince policymakers
of the worthiness of more arts education?” (p. 28).

*For more information on Arts for All, see page 119.
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Advocates can attempt to systematically improve
arts education through policy change, centered on the
belief that each child deserves a well-rounded, highquality education, and that learning through the arts
creates strong public education systems. “Increased
community support for the arts—politically,
monetarily, participatory—can affect public policy,
including K–12 policies. When communities advocate
for the arts to their governments, policies can change”
(Rademaker, 2003, p. 31).

Commit to Art Education Policy-Change
Local to Federal
Since the 1970s, increased resources for arts
instruction have been needed at all grade levels in
public schools, but, as outlined in this research, this
need will not be met without significant changes in
educational policy. “For the majority of children, the
array of arts offerings—if offerings exist for them at
all—is idiosyncratic and unreliable.... the majority of
students faced a confused array of arts offerings that
often changed from one year to the next as influencers
changed funding support or policies” (Bodilly, 2008,
p. 23). Arts education has a tenuous foothold in many
schools because of existing general education reforms,
and despite the existence of national arts standards,
state adoption remains voluntary. Until states follow
through with accountability systems and require
districts to report on arts instruction provided and
learning achieved, arts standards and mandates will
be ignored. What is often overlooked, however, is that
the lack of time, space, and other resources for arts
education is the result of policy that can be changed.
Changing policy for art education has emerged
as an area of great concern, and is the area I see as
the most crucial in ensuring equity and access to
high-quality art education for all students. Policy
change is a challenge, yet all of the organizations I
have researched exist within larger state and local
policy contexts, so it is important to understand

how those contexts impact their work—and attempt
to change them in favor of increased arts education.
Art educators and advocates for the arts can be
key drivers of any art education policy change. Art
educators and their advocates believe in and have
intimate knowledge of the importance of the arts, and
are therefore in the best position to know what sort
of policy will best bolster efforts to increase access
to the arts for all students. “Policy analyses for art
education must be generated by individuals centered
in things visual, or at least, things artistic” (Hope,
2005, p. 6). Government decisions on funding tend
to be driven by experts in a given field or discipline, so
it is logical that artists, nonprofit arts providers, and
art educators would lead initiatives for policy change
which supports arts education in schools.
Thoughtful policy analysis puts change-efforts in
perspective and enables more appropriate decisions
about next steps. For example, policy change to
increase access to art education in schools might
center on providing public funding to education that
meets art content standards. Another option might
be providing concrete guidance to schools on how
to form partnerships—policymakers can provide
incentives for schools to build connections with
nonprofit organizations to strengthen or increase
their arts education offerings. Or “policymakers
might require that state report cards, which can be
accessed publicly, specify the number and type of
arts and culture programs offered in schools and
districts” (Amrein-Beardsley, 2009, p. 14). Rooted in
partnerships and working toward a common agenda,
success in policy-change efforts can be more swiftly
realized.
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CHAPTER 5
Interviews

The following information was compiled from
a series of interviews conducted between September
2016 - April 2017. Each of these leaders are art lovers
and art education supporters. Many of them have
been, or currently are, practicing artists themselves.
They believe in creativity at the core, a processoriented approach to learning, and adaptability in
education. They believe that high-quality, dynamic,
sustained arts experiences are crucial to all students
and to our public education system.
Many of these leaders work together in various
capacities, and all spoke highly of one another and their
existing partnerships. While each of my interviewees
has taken a different path in his or her work—and each
approaches the challenge of providing arts education
to students in a unique way—the basic understanding
that the arts are vital to young people is agreed upon by
all. Their candor, openness, and dedication has been
an inspiration to me. Their work provides valuable
insight into the research areas previously discussed in
this thesis. I make no claim that these interviews are

reflective of the breadth of work being done to provide
arts education to students in the communities I have
chosen to focus on, but I believe they offer immensely
important insights into methods currently being used
to stymie the challenges I have previously outlined.
My purpose in describing this complex landscape
of organizations and leaders either providing art
education to students or advocating for art education
in schools, is to improve the general understanding
of the varied and overlapping relationships between
providers and supporters of art education, to reveal
the current landscape of art education advocacy, and
to exemplify how these organizations are working
toward educational policy change that supports artsbased learning. This investigation into current art
education practices highlights the progress being
made toward the goal of access and equity for all
students to high-quality, sustained, in-school K-12
arts education.

Interviews
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Angels Gate Cultural Center
A RTISTS IN CLASSROOMS
SA N PEDRO, CA LIFOR NI A

Interviewee: Amy Eriksen
Angels Gate Cultural Center Executive Director
Interview Date: Friday, January 6, 2017

Background
Amy Eriksen has served as Angels Gate’s Executive
Director since 2014. Prior to that, she was Education
Director at Angels Gate, overseeing youth programs
and school outreach. Since 2014, Eriksen has taken on
the responsibilities of both Executive and Education
Directors. Prior to her work at Angels Gate, Erikson
worked in the arts nonprofit sector in administration,
communications, and programming.
Angels Gate Cultural Center’s goal is to connect
with the local community through the arts. Much of
the nonprofit’s work is focused on serving the residents
of downtown San Pedro, seeking to open the arts
to all community members and particularly to lowincome and under-served populations. Angels Gate
offers a year-round schedule of gallery exhibitions
and community classes, in addition to providing
professional studio space for 52 artists, including
musicians, ceramicists, painters, sculptors, jewelers,
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writers, and photographers. Although Angels Gate
Cultural Center serves working artists and offers a
variety of arts programming to the community, it is
clear that the Center’s youth education program is
where Eriksen’s personal passion lies.

Educational Program
Angel’s Gate’s Artists In Classrooms (AIC) provides
in-depth, in-school instruction in the visual and
performing arts to K-12 students. This educational
program places professional artists in schools through
ongoing classroom residencies, providing skill-based
arts education to students. “I believe that art should
be six to twelve weeks of the same form, so the student
learns process,” Eriksen explained. “That’s what our
program is based around—we do a twelve-week arts
residency.”

It’s been a goal of mine as a cultural center
to build arts advocates... so that became the
mission of the education program.”
–AMY ERIKSEN

Los Angeles Schools
During our interview, Eriksen spoke in-depth about
the challenges Angels Gate faces when bringing art into
public schools. “Often when I called schools saying, ‘I
have a subsidized art program for you,’ they wouldn’t’
call back,” Eriksen explained. “They’d say, ‘I don’t have
time for this. How do I fit this into my day?’”
Eriksen discussed the many challenges the Los
Angeles Unified School District (LAUSD) faces.
Angels Gate is one of many community partners
serving high-need schools with in-school and after
school art programs, attempting to fill gaps in artsbased education. “An arts specialist at a school
means they maybe do one, maybe two art forms. In
a school of thirty classrooms, they’re not going to get
to everyone with sequential arts education. So that’s
where we come in handy.”
One of the most significant challenges in working
with school districts, Eriksen revealed, is determining
which schools have the highest need for programs
like AIC. Tracking what outside arts providers are
bringing into schools is difficult. “There has to be
some way now of knowing what the arts partners are
doing, what the school district is doing, and any free
art that comes into the school.” This has been a task
Eriksen has committed herself to during her tenure at
Angels Gate. “Seeing what other programs are at the
school I’m at, so I can call those organizations and say,
‘You’re doing grade-level four, why don’t I do grade-

For more information on Angels Gate Cultural Center,
visit: angelsgateart.org
For more information on Angels Gate's donors and
supporters, including local support, corporate
sponsors, foundations, and government agencies,
visit: angelsgateart.org/our-partners-and-sponsors/

“

Artists In Classrooms, as reported on
angelsgateart.org/artists-in-classrooms/:
OUR PROGRAM
Artists In Classrooms (AIC) provides quality,
in-depth instruction in the visual and performing
arts to students K-12 throughout the Harbor
Region. Professional artists teach all AIC
classes through ongoing classroom residencies.
With the inclusion of the Model Arts School
(MAS) component all students receive diversified
arts education in each grade. The MAS
curriculum includes: first grade – multi-arts,
second grade – dance, third grade – visual arts,
fourth grade – music, and fifth grade – creative
writing. The fifth grade option of improvisational
writing blends theatre, movement & creative
prose together to prepare students for their
middle school writing careers.
AIC also provides Arts Exploration Field Trips
(AEFT) on site at Angels Gate Cultural Center
for groups of 60 students per visit. An AEFT
consists of an educational tour of our galleries
that is followed by an arts-making experience
inspired by the art in the galleries. AIC artistteachers lead all Arts Exploration Field Trips.
Artist In Classrooms is funded through
government, corporate, and foundation
grants, as well as private donations.
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level three, and let’s make a commitment to be there
for three years,’ just wasn’t happening.”
When AIC began, the program offered sporadic
arts courses. “We were in a kindergarten class in this
school, we were in a 7th grade class in that school.
Basically anybody that called, we put a teacher out in
the school.” Erikson realized that this random offering
of education courses actually made the work harder.
Challenges arose with scheduling. For example, if a
school had statewide standardized testing for two
weeks, they would not want outside organizations
coming in during the day. It also made teaching more
difficult. “How do the teachers know all the VAPA
(Visual and Performing Arts) standards for all of
those grade levels?” Eriksen asked. “If we were going
to give sequential, standards-based arts education, we
needed to format it.”

Program Development
Angels Gate’s Model Art School was born out of this
desire to create a more formatted and structured art
education offering to schools. In its first year, MAS
was developed to serve third grade classrooms. Angels
Gate received a grant to put art classes in two thirdgrade classes in twenty Los Angeles schools. This,
however, led to difficult decision-making—if an arts
program is only in two classes, “are we really helping
people? Are we really making an impact in schools?”
Eriksen asked. Through this learning process, it was
decided that the program worked more efficiently
when the whole grade level at a few less schools was
served. “We do a different art form in every grade
level for five grades. So if you start in our program in
first grade and stay there for five years, you will have
had multi-arts, dance, visual arts, music, and creative
writing. Which should change the way a student sees
art,” explained Eriksen of the MAS curriculum.
Eriksen’s enthusiasm for the MAS program was
clear as she shared the results of this sequential arts
education: “What has happened is, since the whole
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school is getting art, art is now in front of everybody.
They’re thinking about it, and the parents are getting
involved. The whole mission is to build art advocates.”
With the Model Arts School curriculum, all students in
the school receive diversified arts education in each
grade, preparing students for middle school careers
and increasing their interest in pursuing the arts
beyond elementary school.

Teacher Training
At Angels Gate, all teaching artists are independent
contractors who design their own schedule and have a
semester-long contract with a school. Teachers usually
work two days per week, in three or four classrooms
per a day. This allows flexibility for the teachers, who
often have other jobs and keep up their own artistic
practice. Within the MAS program, Angels Gate
does not have a set curriculum. Instead, each artist
writes their own lesson plans, which are approved by
Eriksen. Each teacher then brings their curriculum
into the school for 12 weeks. They also purchase their
own tools and art supplies and are reimbursed for the
expense by Angels Gate.
When asked whether teaching artists are the best
solution, rather than certified arts instructors, Eriksen
remarks on the value of working artist bringing that
passion into schools.

Funding
Another challenge in creating consistency in AIC
programming is funding. “My funding changes every
semester—every year for sure—so I can say, ‘I’ll be
in your school this year,’ but what if I don’t get that
funding next year?” Partnerships with schools often
begin when a principal has an affinity toward the
arts and uses discretionary funds for art. Because it is
difficult to predict funding from year to year, it can be
a rush to get programming for the Fall running once
funding comes through.

“There have to be bigger changes. We have
to keep putting a bandaid on everything
because that’s all we have right now, but
I think there are ways to change that.”
—A M Y E R I K SE N

This scramble to determine funding takes up
time which could be spent on designing programming
and building partnerships. “That’s every nonprofit’s
issue—do I mission toward the funding, or do I fund
for the mission?”
Eriksen has recently started working with charter
schools, who often have the budget to fund an entire
MAS program for a school year. That funding could
go toward one full-time art specialist, but she has
found schools that prefer the MAS program, where
they receive programming for multiple grades.
When talking about continuity of arts programs
from school to school or district to district, Erikson
says, “We’re totally not there, honestly I don’t think
we’ll ever be... it would have to be a state-wide
initiative that is standards-based, that is tested. And
that’s just not going to happen. Schools are just never
going to be able to pay for this.”

the current state of arts education locally: “We have
to go to the state and county level and say, ‘Please use
your resources to build a survey, and think of all the
components—what’s coming into the schools—to
build data that is county-wide.” Because there is no
national board of education putting out policies to
districts, it is up to arts advocates to work with the
county and state board of education. “What really
needs to happen—and this is a statewide plan—is we
need to have a master arts plan for every school. We
have a school plan for other subjects—lets have a plan
for the arts.”
Eriksen compares systemic change, built upon
state and county-collected data, to slowing a huge
cog, and then reversing it. “There have to be bigger
changes. We have to keep putting a bandaid on
everything because that’s all we have right now, but I
think there are ways to change that.”

Data & Policy Change

Partnership-Building & Advocacy

The challenges of providing art education are clear to
Eriksen, but she believes in working toward systemic
change. Eriksen spoke of the need to work with both
state and county boards of education to gather data on

Art for All, the Los Angeles County Arts Commission’s
art education initiation, is not as connected to arts
education nonprofits as they could be, Eriksen
believes: “They have their plan, the school has their
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plan, we have our plan, but no one is talking about
one big plan, together.” Rory Pullens, the Executive
Director of Arts Education for LAUSD, of whom
Eriksen spoke highly, is encouraging these entities
to share their work. He also has a staff working
with local artists and galleries to encourage them to
contribute to art education locally, explained Eriksen.
Encouraging young people to engage with the arts
is a way to ensure a future audience for local artists’
own work. “It’s been a goal of mine as a cultural
center to build arts advocates... So that became the
mission of the education program.” Building a love
and appreciation for the arts in people at a young age
helps to build arts advocates for the future.
Advocacy continues to be a crucial issue for
Erikson. Her goal is to “build a student who will come
out thinking, ‘I really like art, I’m going to go to that
gallery, or I’m going to go to that symphony concert.’”
Angels Gate’s Model Art School has been in place for
three years. One way to track the outcomes of the
program, Eriksen shared, is to see whether students
who have had three years of art in elementary school
are choosing art electives in middle school. Although
this can be difficult to track, putting systems in
place to examine outcomes is crucial to continued
success. “If they’re choosing art, then it’s in their
brain.” Eriksen stresses that her goal is not building
professional artists, but building arts “appreciators”
who will support the arts for years to come.
According to the 2008 report, Revitalizing Arts
Education Through Community-Wide Coordination,
“The establishment of Arts for All represented
achievements in data collection, fundraising, and
infrastructure-building by dedicated leaders. The
most important achievement was that school districts
in Los Angeles County began aligning themselves
with Arts for All and developing and implementing
plans to improve arts education. (Bodilly, 2008, p.42)
As Eriksen put it, “If I’m tackling art education in
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elementary schools, and students have the opportunity
for sequential arts education through middle and high
school, we can start breaking this cycle.”

Social Justice
Eriksen sees Angels Gate’s work as social justice
work. For her, arts equity and arts advocacy are two
sides of the same issue. Social justice relates to the
communities they choose to bring their program into.
It would be easy, Eriksen reflected, to go to one of the
more affluent schools in the county and find a PTA to
fully fund the MAS program, but “there’s a reason I
don’t do it—they already have [art].”
AIC also offers Arts Exploration Field Trips onsite at Angels Gate, which brings students to visit the
professional galleries and studios, followed by an artmaking experience. “When we have a class ratio of
ninety percent Latino students who walk through the
door for a field trip, who have never been in a gallery
before, and five of them bring their parents back in
the next few weeks and say, ‘Look, this is what they
showed me’—that’s the work I want to be doing.”

Opportunities for Growth
Eriksen’s dream is for a nationwide, standards-based
curriculum for the arts, where there is an expectation
that every student in every grade level gets five hours
per week of art. “That would be the dream,” she
shared. For Angels Gate, local, community work is
the priority for now. Creating arts education across
Los Angeles County that everyone can see, building
process-oriented arts education every day of the week,
growing the MAS programming and access within
the community—that is crucial. “Thinking locally is
really important. That big question? Great. But let’s
start in Los Angeles County. Can we ensure everyday
arts education in Los Angeles County?”

The Armory Center for the Arts
SCHOOLS PROGR A M
PA S A DE N A , C A L I FOR N I A

Interviewee: Lorraine Cleary Dale
The Armory Center for the Arts Director of Education
Interview Date: Tuesday, January 10, 2017

Background
Lorraine Cleary Dale is committed to delivering
innovative, standards-based visual art programs to
K-12 students. A visual artist herself, Lorraine sees
her work at the Armory Center as a part of her practice:
I’m an artist. I’m a painter, and always knew that
I wanted to teach... To me, this is a part of my arts
practice. I think that being an artist is more than
being in your own studio, it’s about making sure that
other people have access to art, so that it continues
to be relevant to younger generations. I think of my
work as Director of Education here at the Armory as
my social art practice... It’s about making sure kids
have really empowering, transformative experiences
that are meaningful to them. It’s also about ensuring
that artists have enough opportunities to do what
they do. (Cleary Dale 2017)

“

Cleary Dale has been the Director of Education
at the Armory Center for the Arts in Pasadena since
1996. As Director, she leads the center’s educational
programs, both at the center and within schools and
communities. In addition to leading arts programs for
students, Cleary Dale is highly engaged in curriculum
development and art teacher-training initiatives
county-wide. At the Armory, Cleary Dale established
and leads the Teaching Artist Fellowship Program for
post-graduate visual artists interested in teaching, as
well as professional development opportunities for
classroom teachers and schools.
It is clear that teaching is Cleary Dale’s passion.
Outside of her work with the Armory, she has taught
art at the university level and in museums, as well as in
schools across Los Angeles. Cleary Dale has trained
artists, students, and classroom teachers, has served as

It really comes down to, what do the
principals value? Do they value art
education? Do they think it is something
important to their teachers or their kids?”
–LORR AINE CLE ARY DALE
The Armory Center for the Arts

75

The Armory Schools Program, as reported on
armoryarts.org/art-education-the-armory/
armory-schools-program/:

“

The Armory is committed to delivering
innovative, sequential and standards-based
visual art programs to K-12 schools. We place
professional teaching artists directly into
schools through customized residencies. These
programs may happen during the school day in
selected classrooms or throughout a school.
Our School Programs link visual arts with
other curricular areas such as language arts,
math, and sciences in ways that are authentic,
multilayered and complex. The interdisciplinary
focus promotes learning by providing students
with opportunities to solve problems, and with
meaningful connections within the arts and
across the curriculum.
Armory’s School Programs are:
• Individually customized to meet the needs
of students and school instructional plans.
• Designed and delivered by Armory teaching
artists who work in collaboration with
classroom teachers to create lessons
that encourage exploration of the artistic
process while also focusing on the quality
of the product.
• Interdisciplinary and standards based,
integrating the content of the visual arts
with other core learning areas.

a curriculum evaluator for the California Department
of Education, and as the project director of three
United State Department of Education multi-year
professional development programs for elementary
school teachers.

Programs & Curriculum
The Armory Center offers a variety of educational
opportunities, both at the center and within schools
and communities. The Armory’s school program
takes place in private, charter, and public schools.
While their subsidized programs, funded through
grants, foundation money, or matching funds,
primarily provide educational programs to lowincome schools, more affluent schools pay to bring
the Armory’s curriculum into their classrooms. The
center also designs customized curriculum, initiated
by and funded by schools, designed based on a school’s
specific needs. “If I have the capacity and I feel like we
can pull it off, then we do it,” Cleary Dale says.
For programs within schools, Cleary Dale and her
team place professional teaching artists into classrooms
through customized residencies. These programs
take place in selected classrooms or throughout an
entire school. One primary distinguisher of the
Armory program is their arts-integrated curriculum,
which links the visual arts to other curricular areas.
This interdisciplinary focus promotes meaningful
connections across curriculum. As an arts integration
curriculum specialist, Cleary Dale leads curriculum
training for these programs.

For more information on the Amory Center, visit:
armoryarts.org
armoryarts.org/art-education-the-armory/

The Armory’s standard curriculum includes
Artful Connections with Science and Math, and English
Language Integration, along with custom programs
designed for specific populations. Teaching artists
are trained to integrate the arts into other curricular
areas—to look at standards in science or math and
find themes and methods of teaching those subjects
in an artistic way. Cleary Dale sees this as way to get
arts programs into schools that don’t necessarily value
art education—by integrating the arts into other
subject areas. “The way I approach art education in
schools—and the ways that I can get in—is through
arts integration.”
In Pasadena, one of the Armory’s scienceintegration programs, Children Investigate the
Environment, is an eight-week program where classes
go into nature on four field trips, and then spend
four weeks on in-class “field trips.” The curriculum
centers on themes of water conservation, botany,
and geology and teaches students to be stewards of
the environment, connecting to flora, fauna, and the
overall habitat. The urban model of this program,
Artful Connections with Science, does not include field
trips, but teaching-artists instead bring nature into
the schools. These programs are for fourth and fifth
grade classrooms, and take place for ninety minutes a
week for eight weeks.
This integration of the arts with an emphasis on
either science or math, ties into STEAM education.
“We try to integrate as deep and as wide as we can, but
there’s a focus with a theme or a concept. If there an
integration opportunity, we’re doing it. And the kids
are making art.” These programs feature a variety
of art-making, from sculpture, to drawing, painting,
book-making, print-making, portraiture, and
beyond. Like many programs, the Armory’s utilize
art history and contemporary art to teach students.
While the curriculum explores both traditional
and contemporary arts, it focuses on contemporary
practices. Students look at contemporary works of
art to make connections in the classroom. Beginning

with formal artistic skills to lay a foundation, they then
move on to conceptual pieces, each lesson relating
the art practice to something else the students are
learning, “so it’s deep and steeped in meaning from
more than one perspective... then hopefully it will
stick with them.”

Teacher Training
For more information, visit: armoryarts.org/about-us/
news/paid-teaching-artist-fellowship/
In addition to curriculum development, Cleary Dale
leads the Armory’s Teaching Artist Fellowship Program
for post-graduate visual artists interested in teaching.
The Armory’s nine-month fellowship helps visual
artists learn to teach children and teens through handson making in a contemporary art context. Fellows
participate in a series of training sessions, which expose
them to innovative teaching methods and educational
theory. They then receive mentoring by experienced
teaching artists as they assist in Armory programs.
Graduate or post-graduate students in visual art may
apply, and the Armory specifically seeks applicants
with an interest in math or science, to support their
integrated curriculum. In the past, the Armory has
partnered with OTIS, Arts Center, and Claremont
Graduate University to find fellowship applicants.
“I like contemporary artists who are coming out of
art schools, thinking about theoretical connections to
their work, taking risks, and making really interesting
work. I like bringing that thinking into the teaching
here at the Armory.”
The fellowship training teaches artists how to
work in schools and the community, and focuses
on “developing skill-sets that they would need to be
able to be very effective with different populations,”
including training in working with at-risk populations,
and curriculum development. Often, Cleary Dale
explained, fellows will gravitate toward populations
of students that make sense for them, depending on
their interests. For example, some artists prefer to
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“I like contemporary artists who are coming out of
art schools, thinking about theoretical connections
to their work, taking risks, and making really
interesting work. I like bringing that thinking
into the teaching here at the Armory.”
–L OR R A I N E C L E A R Y DA L E

work in elementary classrooms, while others prefer
community centers. “I try to train the artists through
mentoring, through their assisting and observing.
‘What are you interested in? What are you gravitating
towards?’ Each year it’s different... they don’t always
know, but they figure it out as they go.”
The structure of the Armory’s educational
programs allows flexibility for teaching artists, most
of whom have their own artistic practice or other jobs.
The Armory works with the artist and the school to
plan schedules that work for everyone.
In the spring of 2017, about thirty in-school
programs ran, starting in February. Most Armory
teachers work more than one day, and the Armory
employs 10-15 part-time teachers, plus assistants and
fellows-in-training. “I have really seasoned, welltrained artists that can teach across the programs, that
are good in different school environments.” These
seasoned teaching artists help to train fellows as well.
For the teaching artists, the goal is to have time for
their own artistic practice—time to make their work
and be able to afford to do so—and a flexible teaching
schedule helps.
Cleary Dale’s time is mostly spent on
programming and working with teaching artists.
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That’s the part that brings me the most joy. I love
being able to provide feedback to the artists on their
work and how they’re doing. That’s important for
their own growth... It always makes me feel really
good to go out there and see what everyone’s doing.
I’m always really happy with where the kids are
at—and how engaged the kids are. They’re always
excited and turned-on to learning, and doing
something thats meaningful to them. It’s not rote.
It’s making connections, and thinking about the
process of making... (Cleary Dale 2017)

Professional Development
In addition to the Fellowship program for teaching
artists, the Armory also works with school districts
to provide professional development opportunities
to classroom teachers and schools. Their Artful
Connections with Math professional development
program for teachers, for example, works to change
teaching practice in elementary classrooms. Teachers
are trained to present math and art together in a new
way to their students. To create the curriculum, the
Armory worked with a math coach for the Pasadena
school district, sixty second- and third-grade teachers,

“

More on The Armory Center funding, as reported on armoryarts.org/support/thankyou/:
Each year the Armory brings the power of art into the lives of thousands of individuals
through education and exhibition programming. A host of government agencies, private
foundations, and corporations provide essential support to sustain the quality and reach
of Armory programming. The Armory community extends our thanks to the following
institutional funders:

Government
U.S. Department of Education, National Endowment for the Arts, Institute of Museum
and Library Services, California Arts Council, City of Los Angeles Department of
Cultural Affairs, Los Angeles County Arts Commission, Pasadena Arts & Culture
Commission, Pasadena Cultural Affairs Division, Pasadena Department of Public Works,
Pasadena Water and Power, Pasadena Human Services and Recreation, City of Pasadena
Human Services Endowment Fund, Pasadena Unified School District, and The City of
Pasadena.

Foundations
The Wallace Foundation, The James Irvine Foundation, The Eisner Foundation,
Allequash Foundation, Surdna Foundation, The Ahmanson Foundation, Ralph M.
Parsons Foundation, Rose Hills Foundation, The Getty Foundation, The Andy Warhol
Foundation for the Visual Arts, Michael J. Connell Foundation, Pasadena Community
Foundation, Clarence E. Heller Charitable Foundation, The Green Foundation, Mericos
Foundation, Pasadena Art Alliance, Dwight Stuart Youth Fund, Z Clark Branson
Foundation, Rowe and Gayle Giesen Trust, Good Works Foundation, Fletcher Jones
Foundation, Lluella Morey Murphey Foundation, Ann Peppers Foundation, National
Charity League of San Marino, Helix Foundation, Pasadena Arts League, Edmund A.
and Marguerite L.A. Burke Foundation.

Corporations
JPMorgan Chase Foundation; One Colorado; Ovation T.V.; Capital Group Companies,
Inc.; Bank of America Charitable Foundation; John Caldwell Design; Morton Capital
Management; Sony Pictures Entertainment; Macy’s Foundation; Rose, Snyder and
Jacobs, LLP; Wells Fargo Foundation; The Arba Group, Inc.; Stanislawski and Harrison,
CPAs; Strategic Realty Capital, LLC; Vroman’s; Holthouse Carlin and Van Trigt, LLP;
Target Foundation; Binney, Chase and Van Horne, Inc.; Pasadena Fire Fighters Local 809

For more information on The Armory Center’s Artful Connections with Math, visit:
armoryarts.org/art-education-the-armory/artful-connections-with-math/

“
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Something Here

Art makes abstract math concepts concrete, understandable, and approachable. Artful
Connections with Math harnesses the power of art to advance learning and achievement
in math among struggling student populations. This hands-on curriculum engages and
motivates all styles of learners, particularly visual and kinesthetic.
These lesson plans and training videos for 2nd and 3rd grade teachers are brought to
you as a free public service, courtesy of a three year collaboration between the Armory
and Pasadena Unified School District. Follow the links below to access these engaging
training videos and download PDFs for each lesson plan. We encourage you to use these
lessons in your classroom and share this resource with your colleagues.

and a group of teaching artists. This collaborative
curriculum is a model for arts-integrated curriculum
for Los Angeles County schools.
In 2002, Cleary Dale worked with Los Angeles
County on an initiative through the Arts for All program
that mandated that all arts providers who receive county
grant money would go through a training program to
learn the baseline content standards for arts education.
This training program for arts administrators covered
dance, theater, visual arts, and music. Cleary Dale sees
teacher training programs and mentoring as crucial to
the field of art education: “I’m feeding the field on what
good arts education teaching practice is,” she explained
of her training work.
In most LAUSD public schools, there are no fulltime art teachers at the elementary level, so classroom
teachers must teach art. This is different in other states,
where the school might have an art teacher who sees all
classrooms over the course of the week. Every time a
teaching artist goes into a classroom is an opportunity
for that classroom teacher to learn what arts education
really looks like.
I think [classroom teachers] really love it when
a teaching artist can come in... All the supplies,

everything is ready to go, they don’t have to prep
anything, they don’t have to worry about the logistics,
they can just hand it over to the arts expert and it’s
going to be amazing. And they can have a minute to
breathe, and they can look at their kids in a new way.
And they can learn themselves, because so many of
them don’t have the arts background, it just wasn’t a
part of their training... (Cleary Dale 2017)

Funding
The struggle for educational program funding is
constant, as grants vary yearly. “Essentially what I do
is try to get out to as many schools as I can—try to
get money to support the programs, and just get out
there.” The Armory has been fortunate to receive an
Arts Advancement Grant from Los Angeles County in
previous years. “The county is a key connector,” Cleary
Dale says. “We’re a cog in the wheel. We’re a provider for
what they envision as their Arts for All plan.” LAUSD’s
Arts Commission tracks schools, attempting to capture
who provides what art programs, and where schools are
lacking. “But there are 81 school districts. It’s so big...
There’s not enough providers to provide all the services
that they need.”

“I think a lot of people still don’t get it.
They still don’t understand the value of what
the arts do for any human being, or why it’s
important for kids of any age to engage in art.”
–L OR R A I N E C L E A R Y DA L E
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The Armory works with arts coordinators at the
district level in both the Central and East regions
of LAUSD. Working with those coordinators, they
identify schools that might be receptive, needy, or
open to an arts experience, particularly focusing on
districts that have committed to the Los Angeles
County Arts for All arts education plan. However,
often it is up to the individual principal whether they
use Title I funds or their own discretionary funds
toward arts education. “It really comes down to, what
do the principals value? Do they value arts education?
Do they think that is something important to their
teachers or their kids?” Cleary Dale believes there are
not enough principals embracing the arts:
They still feel worried about the test and about the
test scores... Usually if I get the money, and I say,
‘I can come in and provide this program,’ and if I
have really good data to say that the kids actually
increase their math scores, or their science scores,
then it’s an easier sell for me. But I’m still needing
to sell what the value of arts education is. They
still feel somewhere in the back of their minds that
they’re wasting their time. It’s not everybody that
buys it. (Cleary Dale 2017)
The Armory reaches out to principals and often requires
a matching fund. For example, for five hundred dollars
per classroom, a school might receive a twelve-week,
ninety minute per week program, with a teaching artist,
curriculum, materials and tools, and a professional
development component. “But you would be surprised
how hard that is to sell,” says Cleary Dale.

Program Assessment
Evaluation, Cleary Dale notes, is key. With each
of their program-models there is a corresponding
evaluation process. The Armory collects pre- and
post-data from students, conducts teacher surveys,
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and utilizes rubrics. Their professional development
program for teachers was formally evaluated by UCLA
Crest. The Armory also works with a statistician to
run data and write reports utilizing that information.
“You have to do it, you don’t have a choice.”

Social Justice
“It’s all about access and the lack of access. That’s why
we’re merging out to [other communities]... because
they don’t have access and they’re so grateful, and
they’re so open to learning in this way. We’re doing a lot
to get out there. We’re in Pasadena too, which is artsrich, but I’m very committed to being in low-income
schools that don’t have a lot of opportunities or money.”
Cleary Dale also spoke of the benefit of the arts
for English Language Learners, who comprise a large
population of students in Los Angeles. Non-English
speakers need to hear something, see it, and then do
it themselves in order for it to sink in, explains Cleary
Dale. This is exactly what study in the arts allows for.
“I think every kid should have access to art every
week. It would be great if they could do it every day,
for at least an hour.” The Armory’s programs offer
students an opportunity to look at art, make art,
and reflect upon what they’ve made. “The kids, they
struggle with it. It’s not easy for them... There is value.
There is a conceptual connection. If you’re making
something that you think is aesthetically pleasing,
there are all sorts of intellectual processes going into
that decision-making. And that is valuable.”
I think that a lot of people still don’t get it. They
still don’t understand the value of what the arts do
for any human being, or why it’s important for kids
of any age to engage in it. They don’t understand
the well-being part of it. Critical thinking. Visual
literacy. The problem-solving aspect of art-making.
It doesn’t even matter if it’s fabulous art, it’s just
matters that they’re doing it. (Cleary Dale 2017)

DownCity Design
YOUTH PROGR A MS
PROV IDENCE, R HODE ISLA ND

Interviewee: Adrienne Gagnon
DownCity Design Founder & Executive Director
Interview Dates: October & November 2017

Background
Believing deeply in the power of art and in building
community through the arts, Adrienne Gagnon
founded the nonprofit DownCity Design in 2008 in
Providence, Rhode Island.
Gagnon’s personal practice as an artist is in
drawing, painting, and printmaking. Prior to receiving
her Art + Design Education masters degree at RISD,
Gagnon worked as a curator of contemporary art
for San Francisco MOMA and the UC Berkeley Art
Museum, as the director of an gallery in San Francisco,
and as an art critic and arts educator. As a curator,
Gagnon supported artist’s installations, helping them
problem-solve in the gallery or museum setting. After
earning her degree at RISD, Adrienne began to move
away from the gallery space and engaged deeply in
community-based work.
As Founder and Executive Director of DownCity
Design, Gagnon uses her background in art education,

“

as well as her deep belief in community-building
through the arts, to bring free design-build educational
programs to Providence’s youth. “I really believe in
the power of creativity to change the world and work
toward a just society,” Gagnon explained.

How it Works
At DownCity, the design process offers students a
framework for thinking and problem-solving, utilized
at DownCity to design and build projects to serve
local challenges. DownCity’s youth-built projects
have included play structures for local elementary
schools and bus shelters on Providence’s city streets.
These free design-build educational programs for kids
empower youth to solve real-world problems using
design, collaboration, and community engagement.
Giving youths agency to solve real-world problems

I really believe in the power of creativity
to change the world and work toward
a just society.”
–ADRIENNE GAGNON
DownCity Design

83

DownCity Design’s current youth programs, as
reported on downcitydesign.org/youth:

“

YOUTH PROGRAMS
DownCity Design helps young people become
engaged, innovative citizens by empowering
them to design and build bold interventions
that improve society. Our education programs
give young people the chance to build Science,
Technology, Engineering, Arts, and Math (STEAM)
skills through hands-on design projects that
have a tangible and lasting impact on their
communities. Our students are trained to think
like designers, and develop key habits of mind
for success in school and beyond, including 21st
century skills like creative problem solving,
collaboration, and effective visual and verbal
communication.
We serve kids during the school day, as well as
after school. All of our programs are carefully
aligned to Common Core State Standards in
Math, Social Studies, and English Language Arts,
as well as Next Generation Science standards.
Our current partners include MET School, the
Providence After School Alliance (PASA), and
the Providence Career and Technical Academy
(PCTA).
To see more community projects designed and
built by DownCity’s youth, visit:
downcitydesign.org/project-suggestions

in their community, DownCity has helped over one
thousand youths become change-makers.
DownCity serves the community, and partners
with schools and government to design projects to
enhance the city, making Providence a better place to
live, work, and learn. Preparing students for success,
DownCity helps their youth participants develop
essential skills: communication, collaboration,
critical thinking, and creative problem-solving.
Project-based learning using Design Thinking helps
students develop their skills and provides them with
a framework for tackling any problem they encounter,
in school and beyond.

Founding of DownCity Design
In 2008, as the national recession hit, Providence
was not immune to the challenges of many small
cities. During the height of the recession, in the Fall
of 2008, Gagnon’s husband and DownCity Design
co-founder, Manuel Cordero Alvarado, told Gagnon a
story about a group of teens he had met who expressed
discomfort with their Providence public school. This
lack of belonging during the school day led to a lack
of motivation, and many of these students would
skip school on rainy days—there was no shelter at
the local bus stop, and they didn’t want to stand in
the rain. Gagnon came to the conclusion that these
students should be “empowered to solve the problem
themselves.” This is how DownCity Design was
conceived.
With strong ties to Providence and the community,
Gagnon offered her experience in art education

For more information on DownCity Design, visit:
downcitydesign.org
downcitydesign.org/youth

and Cordero Alvarado drew upon his professional
architecture background. As they became more
aware of the problems Providence faced, they made
the commitment to found DownCity Design, to
offer Providence students quality arts education
and mentorship, combined with deep community
engagement, creative ideas, and filling a social need.
Gagnon’s involvement with the Providence
community and local arts nonprofits is a vital
component of DownCity’s success. Partnershipbuilding with local supporters, including government,
businesses, schools and universities, and other
nonprofits, has helped DownCity to grow. Gagnon’s
relationship CityArts, another Providence nonprofit,
opened an opportunity to get DownCity up and
running. In 2009, CityArts acted as DownCity’s
fiscal sponsor for their first year. The support from
an established nonprofit allowed DownCity to seek
further funding, which they soon received from the
Providence After School Alliance (PASA).
After one year with CityArts as their fiscal sponsor,
DownCity was able to apply for their 501(c)(3), taxexempt designation. This 6-month process began by
hiring an accountant and starting a Board of Trustees.
Forming the Board was a milestone for DownCity,
as they brought together “people willing to take a
chance and start something together.” The early days
of DownCity were an exhausting, but exciting, time;
Gagnon spoke of late nights writing grant proposals,
and the stress of working full-time jobs while starting
a nonprofit. With no place for storing supplies or
designated space for DownCity work, “We had
meetings at our kitchen table,” Gagnon recalled. But
registering as a nonprofit allowed DownCity to apply
for funding and expand upon the work they had begun.

Growth
DownCity expanded their programming and outreach
over the next three years. Funding and relationshipbuilding remained fundamental. Ongoing partnerships

with the Providence After School Alliance and the
Providence Department of Art, Culture, and Tourism,
among others, along with the passion and belief in the
work, helped DownCity to grow exponentially. In
2013, a new chapter began for DownCity Design when
Gagnon was awarded the Rhode Island Innovation
Fellowship for her proposal, “Innovation By Design.”
The Innovation Fellowship provides fellows the
freedom to apply creative and fresh thinking to Rhode
Island challenges, achieving tangible benefits for a
significant number of Rhode Islanders. Fellows receive
up to $300,000 over three years.
The goal of Gagnon’s proposal, “Innovation by
Design,” was to shape the next generation of innovators
and revolutionize education by introducing the tools
of “Design Thinking” to students and teachers across
Rhode Island. The questions she asked were built upon
those she asks at DownCity: how do we prepare young
people to be the next generation of problem-solvers?
Gagnon expanded on DownCity’s goals, and used the
Fellowship to bring design thinking to students and
teachers across the state of RI, offering residencies
for groups of students and teachers. DownCity also
created The Change Agent Toolkit, a series of curricula
that any educator can use to engage their students in
hands-on, solution-based learning experiences in their
classroom.
For Gagnon, the Fellowship was “amazing.” Not
only did it allow DownCity to spread it’s work to
students and teachers across the state, it also allowed
them to expand as a nonprofit in crucial ways. The
grant allowed Adrienne to work full-time as Executive
Director, and to rent space. For DownCity, renting a
space was validating—“this thing is real,” Gagnon
recalled. Renting space for DownCity allowed
leverage for seeking more grant funding, but also
required more income. A large part of Gagnon’s role
as Executive Director became meeting with funders,
sharing project updates, reporting on programming,
and presenting the results of DownCity’s youth
programs.

DownCity Design
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“Seeing the change that they can make is a big
part of the change that happens in them.”
–A DR I E N N E G AGNON

Teaching & Curriculum
As DownCity grew, Gagnon recognized the need
for a stable group of staff and educators. Most of
the educators at DownCity had been paid teaching
artists, contracted job by job, rather than staff familiar
with DownCity’s mission and curriculum. DownCity
currently has three full-time staff members, including
a Program Director, who focuses on DownCity’s
programs and curriculum development, and an
Operations Manager, who spends half of her time in
the office, and half of her time educating students. A
group of teaching artists also supports DownCity’s
staff and work with students. DownCity is working
to establish a standardized system for DownCity’s
educators, such as an educator orientation and set
curriculum, which began by gathering DownCity’s
past lesson plans. Most recently, DownCity has hired a
part-time Project Manager, who will work on a flexible
schedule and consult with DownCity’s educators and
teaching artists about DownCity’s built projects.

Program Development
One of DownCity’s first projects took place at the
Bridge School, a transitional school for students with
learning or behavioral problems. DownCity worked
with students on ideas for how to make their school
a better place to learn. However, the projects were
mostly theoretical, for example, making playground
models of straws or clay. At the end of the process,
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many of kids had a feeling of “that’s it?” “I realized we
weren’t getting to the social impact part of DownCity’s
mission.” Soon after, one of DownCity’s in-school
projects resulted in a new bench for a middle school
hallway. The bench, which was made of cardboard
tubing, “only lasted a week,” as it was vandalized and
ruined, but Gagnon and her team learned a valuable
lesson—they saw how satisfying it was for students to
create a tangible, built piece at the end of the design
process. From then on, DownCity has always created
a built project in the community as the end result of
their programs. This has helped DownCity to grow
closer to their mission of community engagement and
social impact, and also helps students feel empowered.
“Seeing the change that they can make,” says Gagnon,
“is a big part of the change that happens in them.”

Professional Development
While DownCity’s youth programs evolved quickly
because of opportunities for funding, DownCity’s
mission has always been about bringing Design
Thinking to a broader audience, enabling students
and educators to use Design Thinking as a tool for
problem solving. In the fall of 2015, DownCity
began their Innovative Educator workshop. The
program began as an intensive, two-day professional
development opportunity for teachers. Twenty
educators from schools across Rhode Island learned
about tools and curricula to use in their classrooms to
implement a standards-aligned approach to problem-

solving. “Participating teachers were introduced to
Design Thinking as a tangible, teachable framework
for exploring experiential, project-based learning with
students.” Through this workshop, teachers learn how
to guide students through an exploration of possible
solutions to a problem.
In late 2016, DownCity received funding to
expand the Innovative Educator program, creating a
long-term, free professional development fellowship.
The program allows DownCity to connect with public
school teachers across Rhode Island. Chosen teachers
will come to DownCity multiple times over the course
of the year to learn about the design process and how
to apply it in their classroom and create meaningful
and fun learning experiences for their students.
Through hands-on practice and personal project
development, the fellowship trains teachers in
using Design Thinking to guide students through
collaborative investigations in science, social studies,
language arts, and other academic areas. Participating
teachers will be introduced to DownCity Design’s
Change Agent toolkit. The Innovative Educator
cohort will gather five times over the course of the
school year to develop standards-aligned curricula
that meet Rhode Island Professional Teaching
Standards:
• Pose questions that encourage students to
view, analyze, and interpret ideas from multiple
perspectives
• Engage students in generating knowledge, testing
hypotheses, and exploring methods of inquiry
and standards of evidence
• Use tasks that engage students in exploration,
discovery, and hands‐on activities

For more about DownCity Design’s Innovative
Educator Workshop, visit: downcitydesign.org/
innovative-educator

Partnerships & Funding
A vital component of DownCity’s success is their
partnerships with the community and local supporters,
including the Providence After School Alliance and the
Providence Department of Art, Culture, and Tourism,
local businesses, schools and universities, and other
nonprofits.
In January of 2017, DownCity was awarded $25,000
from the National Endowment for the Arts for special
projects for the 2017-2018 program year and also received
a $4,000 grant from the Rhode Island State Council on
the Arts for their spring 2017 design/build programs.
As with each of the organizations discussed, DownCity
relies on support of state and federal art agencies, as well
as private and corporate donors and partners, to fund
their youth programs.

Program Evaluation
In seeking ideas for a better experience for their youth
participants, DownCity is working on their assessment
methods. DownCity is also seeking youth feedback
on their programming, for example, how to make the
early stages of the design process as fun as the end—
the building process. This is crucial to their progress,
Gagnon says. To begin to answer these questions,
DownCity began their first Youth Advisory Board in
October of 2016, to gain feedback from teens who have
participated in their programs.
DownCity recently redesigned their assessment
booklets for youth participants, which are used during
their time at DownCity and ask students questions
about the design process, as well as questions about
their own growth, for example, asking about how
collaboration on a project feels or what it means to
be creative. This youth-friendly booklet will help
DownCity to measure the impact of their programs,
and gather valuable information to share with funders.

For more on the Change Agent Toolkit for educators, visit: changeagenttoolkit.org
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Growth
Today, DownCity continues to expand and evolve. Like many nonprofits, Gagnon and
her team are working on tangible ways to measure their impact in the community. The
Board has recently begun a strategic planning, or “visioning” process, which includes a
3-year plan. “What are our issues and challenges, and how do we solve them?” Evolving
to meet the needs of both the Providence community and their students is crucial to their
continued success.
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FirstWorks
ARTS LEAR NING PROGR A M
PROV IDENCE, R HODE ISLA ND

Interviewee: Kathleen Pletcher
FirstWorks Founder & Executive Artistic Director
Interview Date: Friday, April 21, 2017

Background
In 2004, Kathleen Pletcher founded the Providence,
Rhode Island arts nonprofit, FirstWorks. Having
been trained as a classical pianist and attending a high
school for the arts, the performing arts have always
been Pletcher’s passion. “I really came at this work
with a background as an artist.” After having founded
multiple nonprofit performing arts organizations
across the country, Pletcher moved to Providence
and began to explore what was possible for the city.
As Artistic Director of First Night, a one-night nonalcoholic festival of the arts on New Years Eve that
brought together multiple artists, the idea of “festival”
became very interesting to Pletcher. Festivals, she
believes, are a way to break down barriers to the arts
and offer arts opportunities to a wider audience and
wider community.

“

Expanding the idea of “festival,” Pletcher founded
FirstWorks to connect communities and schools
across Rhode Island to world-class performing
artists and to enhance the cultural, educational, and
economic vitality of communities through the arts.
“I really wanted to do something that addressed social
change, and the political environment.” FirstWorks
public performances, whether featuring guest artists
or local ensembles, are framed by extensive community
interaction with many points of entry—conversations
with artists, panel discussions, master classes, preshow performances, and morning-after discussions.
A private-public partnership with Providence’s
Department of Art, Culture and Tourism is one among
many partnerships FirstWorks has begun, including
multi-year relationships with the City of Providence,

Every few years, I have the excitement
and challenge of adapting to the current
landscape—and that’s both a creative
challenge and a survival necessity, I think,
to creatively adapt.”
–K ATHLEEN PLE TCHER
FirstWorks
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FirstWorks Arts Learning Program, as reported
on first-works.org/education/overview/:

“

FirstWorks has built deep, ongoing relationships
with over 30 public and charter schools across
Rhode Island to provide access to artists and help
fill the gap left from severe public spending cuts.
The program features workshops taught by
leading artists who provide rich experiential
learning in a classroom setting, allows
students and their families to attend worldclass performances, and provides professional
development and lesson plans for teachers.
PROGRAM HIGHLIGHTS:
Arts Learning Matinées
Jazz at Lincoln Center Partnership
Celebrating Ailey Partnership
Curriculum
For more on FirstWorks Funding,
visit: first-works.org/support-us-2/
FUNDING INFORMATION INCLUDES:
Corporate Sponsorship
Festival Sponsor Opportunities
Curator’s Circle
Current Supporters & Sponsors
Volunteering
Donate
Community Alliances
Impact

Brown University, American Dance Legacy Initiative,
Southside Cultural Center, the RISD Museum, as well
as frequent project-based partnerships. FirstWorks’
core programs are the Artistic Icons Series and
the Frontier Series. Additionally, FirstWorks is a
founding partner of PVDFest, in partnership with
the city of Providence, a festival which brings artists
to Providence for a weekend-long, multi-stage festival
that reached over 75,000 attendees in 2016.

Arts Learning Program
Central to FirstWorks’ mission is creating a powerful
and accessible arts-integrated learning program
for low-income students in Rhode Island’s underresourced public schools. Building connections
between the arts and academic subjects, FirstWorks
hopes to strengthen in-school learning and promote
personal and academic growth, empowering students
to succeed today as well as to develop a vision for their
future. Their programs introduce students to career
paths and help them develop creative problem-solving
skills needed in today’s workforce, changing students’
outlook on the arts while also helping them to gain a
new perspective on the wider world. “I had been very
involved with art education programs as a formulator,
and a teacher.... I think I’ve always been creatively
invested in addressing social issues, whether through
teaching and education, or through creative work
through one of my companies. There doesn’t seem to
be that much of a boundary. I consider myself a leader
of an arts organization, so it’s a different palette to play
with than an educator.”

For more information on FirstWorks, visit:
first-works.org

FirstWorks’ Arts Learning program brings
acclaimed artists into Rhode Island schools for
workshops, master classes, and creative conversations.
Prior to 2009, FirstWorks’ engagement with schools
was ad hoc, depending on the visiting artist. In 2009,
Pletcher and her team presented a project featuring
Yo-Yo Ma and the SILKROAD, exploring how the
arts can advance global understanding. This themed
project culminated in multiple performances. Because
of its collaborative nature, with shared resources and
development, FirstWorks was able to go into many
schools and present an arc of arts-based learning.
We worked in many schools across the state and used
curriculum about journeying along the Silkroad,
history, politics, geography, and multiculturalism.
A lot of things came into play in that curriculum
and it was very sophisticated. That became the
start of us institutionalizing and formalizing the
education program. (Pletcher 2017)
In its first year, FirstWorks’ Arts Learning reached
125 students. Since then, the program has grown
exponentially. In 2016, 4,300 students gained access
to FirstWorks’ standard-aligned arts education. The
majority of those students (seventy-six percent)
qualify for lunch subsidies. Currently, the program
has grown to include partnerships with thirty
schools across Rhode Island, impacting students in
Providence, Pawtucket, Woonsocket, and Central
Falls. FirstWorks serves students from elementary
school through grade twelve, and also partners with
Rhode Island colleges and universities to offer higher
education programming to older students.
FirstWorks’ student Artistic Icons matinée series
at The Vets theater in Providence brings students from
their schools to see professional performers, drawing
over 1,400 students per show. Their in-school Arts
Learning programming consists of workshops and
lectures which offer students up-close opportunities
to work with professional artists and develop their

own artistic and performing skills.
Recently, FirstWorks launched the pilot phase of
a new after-school initiative to mentor youth through a
Teen Correspondents program, empowering a cohort of
fifty students to interpret and respond to the arts with
mentorship and one-on-one access to artists, helping
students find their voice and develop their artistic and
performance skills. Multimedia projects created by
teen correspondents, in conjunction with teachermentors, allow students to explore interpretive skills
as well as new expertise with video, blogs, and social
media, which will translate to the professional world.
Arts Learning students also gain performance
opportunities at both PVDFest and other FirstWorks
community events. This “layered learning” approach,
with multiple opportunities for students to connect
to professional artists, allows FirstWorks to impact
thousands of students state-wide while also offering
in-depth learning experiences to partnering schools.

Curriculum & Teaching
How schools are selected to work with FirstWorks
has everything to do with a principal or teacher who
is committed to offering the arts in their school. In
addition to opportunities for students to engage with
the arts, FirstWorks partners with teachers to provide
standard-aligned arts curriculum and lesson plans.
Their performance-specific, arts-based learning
curriculum strives to build connections between
the arts and other academic subjects through study
guides aligned to grade-level standards. They also
offer teacher training and professional development,
designed in conjunction with each of their
performances, to aide schools in integrating these
arts experiences into the school curriculum, and help
teachers to build connections between art and other
academic areas.
FirstWorks’ programs aim to expose children
to the arts who might not have the opportunity
otherwise, but beyond providing access, they offer

FirstWorks
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“I’m thinking a lot about meaningful
interactions for approaching education.
Rather than, ‘These are the artists we’re bringing,’
it’s, ‘These are the themes we are exploring.’
I think that might more readily help people
see the value of the arts.”
–K A T H L E E N PL E T C H E R

students access to high-caliber performers. These
artists become role models to students, raise issues
of self-awareness and a vision for the future; students
see themselves in these performers, and they also
see the work that goes into being a performer and an
artist. FirstWorks hopes their program will instill in
students skills they can take to other areas of their
life, including communication, critical thinking,
collaboration, and creativity.
The focus of these art education programs is
to foster in students a lifelong interest in the arts,
regardless of what their profession becomes, providing
them with the skills and knowledge to enrich their
futures through arts experiences. By engaging more
systemically with the education system, rather than
being dependent on individual teacher relationships,
FirstWorks’ programs hope to have a deeper root in
the public school curriculum and a lasting impact.
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Recent Student Engagement
In 2016, the Paul Taylor Dance Company came
to Providence and offered over thirty engagement
events, including in-school workshops, a student-only
matinée, and a world premiere performance featuring
a local student orchestra. The project encompassed
art, music, American history, and dance. Nineteen
Rhode Island schools participated in the workshops
and performances. This season, students and
families also engaged through an in-school acrobatics
demonstration and experiential workshop at The Vets
theater led by the bicycle-inspired artists of Cirque
Mechanics. In February of 2017, Rennie Harris
Puremovement, America’s longest-running touring
hip-hop company, came to Providence to offer inschool workshops and a matinée for students, in which
dancers described history through the lens of hip-hop.

Evaluation
Evaluation is another area FirstWorks is striving to
invest in. Information on the outcomes of the Arts
Learning program are crucial for both improving
the program and for securing funding for future
educational opportunities. Currently, much of the
evaluation FirstWorks conducts is anecdotal evidence
from students and teachers, including quotes program
participants. These personal stories offer qualitative
data for grant-writing.
Measuring school outcomes by tracking students
who have participated in FirstWorks’ arts learning
programs over the course of multiple years is one
approach FirstWorks is considering for a longitudinal
study. FirstWorks is also considering measuring areas
of academic achievement, attendance, graduation and
college acceptance rates of students participating in
programs, students who receive college scholarships,
as well as percentage of students expressing interest in
continuing arts involvement in the future.

Growth and Adaptation
Working on programming and budgeting for the
next year, Pletcher is considering the sustainability of
FirstWorks’ business model, and the role of education
within the organization. “Every few years, I have the
excitement and challenge of adapting to the current
landscape and that’s both a creative challenge and a
survival necessity, I think, to creatively adapt. We
started with a certain amount of funding and then
the city’s priorities changed, and we were able to gain
traction with the NEA, and then 2008 hit, and we
wondered what would happen. And our very current
circumstances demand adaptation as well.”
Currently, FirstWorks is engaging in efforts to
strengthen its academic program. In March of 2017,
FirstWorks’ education advisory committee met to
discuss the Arts Learning program’s successes to-

date. Participants both internal to FirstWorks, as well
as board members, and members of the education
community and local schools, met to discuss
where education falls within the priorities of the
organization, who FirstWorks aims to reach, and what
impact they would like to have. The committee also
discusses the impact of arts education broadly, as well
as where FirstWorks can fit into that landscape.
Striking the right balance between breadth—
bringing hundreds of students to an Arts Learning
matinée—and depth—advanced workshops for
middle and high school students—is part of that
conversation.

Funding & Development
In fiscal year 2015-16, FirstWorks reported thirtyfour percent of funding from foundation giving,
nearly equal to their earned revenue. The other thirty
percent of their funding comes from a combination
of sponsorships, corporate and individual donors,
partnership funding, and state and federal
government subsidies. FirstWorks has received 19
rounds of funding from the NEA, including two
Our Town grants. Recently, FirstWorks secured a
third “Our Town” grant, $100,000 from the National
Endowment for the Arts, as part of their multi-year
agreement with the City of Providence for their role
as founding partner of PVDFest. Funding from the
NEA has not only helped FirstWorks to thrive, but has
inspired funding from other donors.
In 2015-16, FirstWorks won first-time funding
from Dance/USA and the Doris Duke Charitable
Foundation. Other committed funders include
Providence Tourism Council, RI Foundation, RI
Council for the Humanities, Carter Family Trust,
TACO/White Family Foundation, and VSA/Kennedy
Center. New Music USA funding would support our
commitment to bringing living composers/musicians
onto our stages and into our community.
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Advocacy & Policy
FirstWorks has a close partnership with Providence’s Department of Art, Culture, &
Tourism, which is in the policy arena. “We can’t do everything, so we have to come back
to the mission. And our mission is not solely education. So if you added advocacy—
other than advocacy in action—it would be a dramatic change to our portfolio.” Pletcher
believes that in order to increase access to art education, we “need a whole ecosphere
working together,” and that FirstWorks needs to focus on the unique ways to contribute
as an organization while staying aligned to its mission. “There are challenges to really
occupy a unique place of value, so I think those concerns of advocacy and policy belong
in other places.”
Currently, Pletcher is thinking about projects that bring resources to the organization
and are growth points. “I don’t come from a business or management background, but I
tend to have a sense of where we might go... I think vision is an important thing, but so
is crunching the numbers.” Moving forward, Pletcher would like to see PVDFest work
in tandem with the programming FirstWorks offers year-round. Building out from the
festival, FirstWorks would offer a blend of school programs and visiting artists leading
up to the festival, including a robust school assembly program. “It would be spokesto-hub—events in the neighborhood would support and culminate in the festival.”
Festival, in addition to educational programming, remains a priority for Pletcher.
That’s one of our core values—engaging people with the arts across multiple channels. In
a meta-sense in the performing arts, people are less satisfied with just coming and sitting
in an auditorium. Having a full experience, having it feel relevant to your community,
building an audience that combines very different people, different cultures, different
neighborhoods—it feels like we are knitting together a community. (Pletcher 2017)
The question Pletcher believes is crucial to FirstWorks’ Arts Learning program is how does
it evolve and become deeper than ad hoc experiences with visiting artists? What are the
resources needed to make that possible? And, what kind of metrics or proof points are
needed to allow the arts be recognized as an important part of education? “Any education
organizations are as challenged as arts organizations right now. But I think [education]
is even more foregrounded for us now... I’m thinking a lot about meaningful interactions
and approaching education as, rather than, ‘These are the artists we’re bringing,’ it’s ‘These
are the themes we are exploring.’ I think that might more readily help people see the value
of the arts.”
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P.S. ARTS
CLASSROOM STUDIO PROGR A M
LOS A NGELES, CA LIFOR NI A

Interviewee: Kristen Paglia
P.S. ARTS Chief Executive Officer
Interview Date: Friday, February 3, 2017

Background
Dr. Kristen Paglia’s goal as CEO of P.S. ARTS is to
keep educational equity and excellence for all children
at the center of the organization’s mission. A leader
at P.S. ARTS for nearly a decade, Paglia oversees
the quality, content, and evaluation of P.S. ARTS’
education programs. Paglia is involved in state and
national discourse around public education reform,
working with numerous California policy, advocacy,
and planning groups. Dr. Paglia’s arts practice began
through professional dance. She then taught dance
therapy to special education populations, at hospitals,
in prisons, as well as to adults with mental illness.
Education has always been important to her. “It was
clear to me that our children weren’t getting what
they needed, academically, socially, emotionally, or
artistically, and it was leading them in our community
to some pretty bleak futures.”

“

Dr. Paglia holds Masters Degrees in World Arts
and Cultures from UCLA and Arts Education from
Harvard University. She also earned a Doctorate from
Harvard in cognitive developmental psychology, with
a focus on special education and dance, and has taught
courses on arts education and arts-based strategies for
teaching special education. Dr. Paglia has extensive
experience developing arts programs and designing
curriculum in public and independent schools.
Dr. Paglia began working at P.S. ARTS as Program
Director. “I found the nonprofit space to be really a
comfortable space for me as an artist. It allowed me
the ability to take risks and have some freedom in
program development and implementation. It also
allowed me to serve the population I wanted to serve
and to be part of the public school system in a way that
was less constrained than being a teacher.”

Our job is to go in, ask what is needed—
figure out what is needed—and work hard...
That’s how I see the role of P.S. ARTS
within California education.”
–DR. KRISTEN PAGLIA
P.S. ARTS
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P.S. ARTS’ Mission, as reported on
psarts.org/mission/:

“

OUR MISSION
P.S. ARTS is dedicated to improving the lives
of children by providing arts education to
under-served public schools and communities.
P.S. ARTS is the only organization in Southern
and Central California that provides yearlong
arts education in dance, music, theater,
and visual arts to every child in a school
during the regular school day. Without our
programs, children in these underfunded
school districts would not have access to the
arts. P.S. ARTS also coordinates with school
administrators and parent groups to provide
community outreach services designed
to increase the community’s capacity to
advocate for educational equity and to provide
critical cultural experiences for the entire
family. P.S. ARTS programs help level the
educational playing field by teaching creative
and cognitive skills to students struggling
to overcome economic, ability, or literacy
barriers that will better equip them to be
competitive and successful people. Studies
show the arts keep children motivated and
engaged, and with the high school dropout
rate in Los Angeles County as high as 50% in
recent years, the children in our community
need the arts now more than ever.

Partnerships with Schools
For more information on P.S. ARTS’ Partner Schools
& Districts, visit “Where We Work”: psarts.org/map/
Over the years, P.S. ARTS has grown organically.
The nonprofit currently serves 25,000 students and is
expanding to partner with schools across southern and
central California. “We started out and the philosophy
was very simple: artists have something unique to offer
education. It was about engagement. Artists come in
and they’re kind of magical; they engage kids and get
kids thinking, and creating, and curious. And that
effects and compels [kids] in lots of ways.”
Part of the mission at P.S. ARTS is utilizing the
arts to help kids feel comfortable and welcome at
school. Bettering school climate, Dr. Paglia says,
is a clear example of what arts can do for schools—
the arts encourage parents and community members
to participate in school activities, can make being at
school more fun for students, and create acceptance
between students, improving how kids treat each other.
P.S. ARTS’ program relies on relationshipbuilding with schools and district leaders, and offering
arts programming during the school day. “We have
always been an in-school program. It’s permanent, it’s
year-long, and it’s K-8.” School reform has to happen
in school, Dr. Paglia believes, which is why P.S. ARTS
operates during the school day; if a nonprofit is
taking kids out of school and offering them a rarefied
experience, then putting them back in school, that
affects the school.

For more information on P.S. ARTS, visit:
psarts.org & psarts.org/history/
For more information on P.S. ARTS’ programs:
psarts.org/programs/

We talk about school climate. One of the things we
think is important is that kids take ownership of
their space, make it their own, and feel pride in it—
feel value in themselves and in a community. So we
really think [offering programs] during the school
day is important. That’s what school improvement
is. It’s not, ‘You have to tolerate school all day and
then you get to have art later.’ (Paglia 2017)
When partnering with a school, P.S. ARTS asks for
three commitments: 1) dedicated classroom space,
2) access to every child in the school—so no students
are left out of the experience, and 3) a financial
contribution. When working with a school to meet
these requirements, Dr. Paglia says, “Space is the
most difficult to secure—actually, time might be,
then space—we will work with a school on all three of
those things, and build up their capacity.”
Dr. Paglia believes that one of the reasons P.S.
ARTS has been so successful is due to how they
interact with schools and relationship-build. “We
don’t go in and say ‘We have the answers, we know
how to do it.’ Every school is a separate conversation,”
explained Paglia. When a partnership is built, there
is always a conversation about that school’s academic
priorities, its arts-discipline priorities, its characterbuilding priorities, and its social justice priorities. P.S.
ARTS can then customize their program entirely to
that school, down to the teaching artist who will work
with the students. “I think of schools as our clients.
How do I give them the best possible outcomes within
the constraints that they have?”
Dr. Paglia believes that art education should not
solely consist of direct instruction, but also aiding
schools in becoming community hubs, where parents,
businesses, community leaders, and public officials
can all be a part of school development. P.S. ARTS
and other arts nonprofits are vital to that community.
“I do see us as having a critical role, every bit as much
as a superintendent, every bit as much as anybody
who is working within the system. Our job is to serve

the system.... Arts folks, myself included sometimes,
can say, ‘Arts is the be all, end all. A good arts program
is going to make everybody bigger, better, smarter,
faster, kinder... and while I happen to believe that’s
true, I also very much recognize that we are a tiny,
tiny part of an enormous system. Our job is to go in,
ask what is needed—figure out what is needed—and
work hard... and that’s how I see the role of P.S. ARTS
within California education.”

Teaching Artists
At the schools P.S. ARTS partners with, teaching
artists have their own classrooms and teach during
the school day. Learning and collaboration can take
a lot of different forms, depending on the school.
P.S. ARTS teachers might co-teach with a classroom
teacher or teach on their own, but each will teach every
child in the school over the course of a week. These
teaching artists are full-time teachers, paid similarly
to Los Angeles Unified School District teachers.
I think good teaching is good teaching, and I think
artists are good teachers when they’re trained
properly. To me, there is very little difference in
how you approach an art class, as to how you
approach a science class, or how you approach a
math class... It should be taught by people who
are passionate about what they do, expert in what
they do, and also who are striving for truth... We
want to know something about the world and
we’re not just going to blindly accept what’s given
to us. And that’s what artists do. (Paglia 2017)
When thinking about teaching artists vs. credentialed
art teachers, Paglia says that there is no evidence
showing that having a credential verses no credential
makes you a better teacher. “It’s this No Child Left
Behind thing—highly qualified equals a credential—
to those people I would say, what about the thousands
of independent schools that hire people with Graduate
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“People don’t give teachers enough credit.
Most teachers are really creative, really good,
and really willing to try anything that is
going to get their kids excited about learning.”
–K R I S T E N PAGL I A

degrees who don’t have one teaching credential?” To
Paglia it is important to hire artists skilled in their
craft and bring that energy into a school. “I think that
we develop and leverage the resources we have.”
Talking about school classroom teachers, Dr.
Paglia says, “People don’t give teachers enough
credit. Most teachers are really creative, really good,
and really willing to try anything that is going to get
their kids excited about learning.... The narrative
I’ve experienced in our schools is that [classroom
teachers] are excited for us to be there, and really
excited to work with us.” Some schools ask P.S. ARTS
for help with arts integration, or specifically request
art coaching, and P.S. ARTS does have a contingency
of “master” teaching artists who are coaches as well.

Curriculum
On a curriculum level, P.S. ARTS does not have a
scripted curriculum or set of lessons, but rather a
framework based on California arts standards and
national education standards in both the arts and
other subject areas. The curriculum focuses on skillbuilding areas that P.S. ARTS has identified as critical
to success, including collaboration skills and creative
choice-making.
P.S. ARTS’ teaching artists work in collaboration
with each school to design content around this
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framework, based on the school’s specific needs. For
example, at one P.S. ARTS partner school with a high
population of special needs students, Paglia and her
team worked to offer an arts program that would safely
and successfully work for all students. The curriculum
offered visual art and music classes with opportunities
for all students to be together. No matter what grade
level they are serving, P.S. ARTS works to make
custom accommodations to serve the broadest range
of learners in the classroom. “We’ll design projects and
delivery around special needs, including integrating
technology, special training for the teachers, special
equipment, training for classroom teachers if needed.”
These custom programs are designed to be adaptable,
flexible, and realistic in order to suit the specific needs
of the school in question.
In thinking about arts-integrated curriculum,
Paglia warns against using that as a way to advocate
for the arts in schools:
I have yet to see an arts-integrated curriculum
that is also an elite, high-level, excellent art
curriculum. It is almost always art in the service
of something else. As it should be, because it’s a
really good way to teach! But if you’re interested in
kids having skills in the arts, specifically, it’s got to
be its own discipline and its got to be taught well.
(Paglia 2017)

“

More on P.S. ARTS’ funding, as reported on psarts.org/partners/:
P.S. ARTS would like to thank the following foundations who have contributed $25,000
and above to support our organization from July 1, 2015 – December 31, 2016. We are
incredibly grateful for your endorsement of our arts education programs and for your
commitment to improving the communities that we serve.
The Ahmanson Foundation
The Herb Alpert Foundation
The Angell Foundation
The Annenberg Foundation
Louis L. Borick Foundation
The Carl & Roberta Deutsch Foundation
Dwight Stuart Youth Fund
The Eisner Foundation
The Rosalinde and Arthur Gilbert Foundation
The Goldhirsh-Yellin Foundation
The Green Foundation
Hotchkis Foundation
Thelma Pearl Howard Foundation
Mark Hughes Foundation
Moss Foundation
Music Man Foundation
The Ralph M. Parsons Foundation
The Ruth and Frank Pratte Foundation
The Rosenthal Family Foundation
The Weingart Foundation
We would like to recognize the tremendous support we have received from our longtime
partners who have contributed more than 1 million dollars to P.S. ARTS. On behalf of
the nearly 25,000 students we serve, we thank your for your dedication to arts education.
Bell Family Foundation
The Herb Alpert Foundation
Resnick Family Foundation

“

More information on P.S. ARTS’ Endowment as reported on psarts.org/endowment/:

What is an Endowment?
An endowment is a fund which has a principal that an organization permanently sets aside
for the long term vision and support of the organization. An endowment is a permanent,
self-sustaining source of funding. Endowment assets are invested, and each year a portion
of the earnings is paid out to the organization, while the remainder continues to build
the fund’s market value. Essentially, an endowment fund facilitates organizational
sustainability and provides operational support indefinitely.

We’ve reached our goal!
Thanks to the generosity of our community, we have reached our goal of raising over ONE
MILLION DOLLARS for the P.S. ARTS Endowment which will be matched dollar for
dollar by the Herb Alpert Foundation. This $2M+ investment will ensure many more
years of high-quality arts education for the 25,000 (and growing!) students we serve each
week and the sustainability of our organization and public school arts education. We are
so grateful to all those who have helped and continue to help P.S. ARTS thrive – not just
today, but for years and years to come.

Funding
At P.S. ARTS, thirty percent of revenue is schoolbased, which is unusual for a nonprofit. “Obviously
there’s an economic range there, but we’ve raise money
for Title I schools for years, and then when the school
district is ready, they absorb the cost of those schools,
as well as the wealthier schools.” Paglia says that when
schools recognize how important arts programs are,
even economical struggling school districts pay for
a portion of their program. In fact, P.S. ARTS has a
waiting list for schools hoping to work with them, and
are currently at capacity.
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P.S. ARTS has also partnered with the TakePART
Initiative. This program began with a district-wide
arts initiative in 2004 in Lawndale, California.
TakePART represents a collaborative venture
between five school districts in the Centinela Valley
region, with the goal of ensuring that the over 20,000
children in this region have similar access to quality,
sequential arts education. In 2010, the Herb Alpert
Foundation granted seed funding to implement the
first major TakePART program, with support from
P.S. ARTS. “The Herb Alpert Foundation had this
brilliant approach. They said, ‘We’re going to give you
a million dollars, we’re going to pay for everything—

at first. And every year, the school district is going to
pay a little more. If the program is valuable to you,
you’ll figure out how to do that.’ And what we found
out is, if you build it, they will come! Convincing
people of the value of the arts in the abstract is really
different than giving them something—then they
can’t live without it. They see that this is valuable, and
is making a difference for kids.”
TakePART is facilitated by P.S. ARTS, and district
leaders, teachers, parents, and community partners
serve on the committee. The TakePART regional
model is founded on the hope that the reach and
quality of the arts programs in the five school districts
will be increased by sharing resources, aligning
curricula and assessment practices, and decreasing
administrative costs, all of which are accomplished
through a collaborative planning process.

For more information on the TakePART Initiative,
visit: takepartinitiative.org

Policy & Advocacy
“For me, advocacy is doing a great job—going in,
making a difference, improving schools, and then
talking about it, spreading the word.” Paglia is
considering adding a staff position at P.S. ARTS that
would be dedicated to advocacy and public relations.
While policy certainly plays into that and Dr. Paglia
hopes to support politicians who are fighting for the
arts, she believes that P.S. ARTS’ “best work at ground
level is to prove that what we do has value.”
In thinking about Los Angeles County Arts for All,
Paglia remarks that they have a huge purview. “Their
job is to make sure that everybody has some [art]. That
is an entirely different mission. P.S. ARTS’ mission is
about improving children’s lives. So we really have to
make sure we’re doing that in the best way we can with
the resources we have.” Paglia explains that P.S. ARTS
is making a different kind of contribution than the
County. “I have the luxury of saying, ‘I really care about
quality.’ Maybe the Department of Education, the

County, and government institutions don’t have that
luxury because they have a massive responsibility—
they don’t want to forsake any kids.”
“There has been a lot of recognition in the last few
years that partnerships with nonprofits can be a really
important tool to improving our schools,” says Paglia. As
the school system internally strengthens its art program,
nonprofits offer a really good path to success. “I think
there is this idea that nonprofits and partnerships are
a temporary solution. I actually don’t see it that way, I
think that we could be the permanent solution.”
P.S. ARTS also partners with Turnaround Arts
California, a national program that utilizes the arts as
a tool to turn around some of the lowest performing
schools in the country. The California branch of the
program serves over a dozen schools, and P.S. ARTS
works with six of those schools. Each school has an
art specialists on staff, but P.S. ARTS deploys coaches
to those schools to train classroom teachers in arts
integration. This is one example of where P.S. ARTS
is engaged in statewide efforts to increase art education
in schools—the need arose, and P.S. ARTS had the
capacity to help.

Data Collections & Assessment
In thinking about program assessment and data
collection, Paglia reveals, “It’s crazy to me that the
burden of evaluation is on the nonprofits themselves.”
Paglia’s concern is quality. There are people
working on quality art education on a research level,
but not on the program evaluation level, she says. “I
want to be able to make informed decisions. Does it
make a difference if I’m doing 30 minutes a week or if
I’m doing 190 minutes a week in a classroom? I think
it does, but I would like to see that.” Questions of
quality might also discuss impact across grade levels,
“Does it make a difference if we do every grade level
or skip a grade level?” Paglia hopes to go beyond
showing that their work makes a difference, and reveal
how to better improve P.S. ARTS’ programming.

P.S. ARTS
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More information on P.S. ARTS’ program
evaluations as reported on psarts.org/impact/:

“

P.S. ARTS engages outside evaluators to
provide non-biased quantitative program
evaluation. Most recently, in June 2014,
renowned arts researcher Dr. James Catterall
completed a two-year study on the impact of
P.S. ARTS programs on students’ development
of “creative thinking, behavior, and motivation
in the arts, sciences, writing, and social
problem-solving.” The study included 300 4th
and 5th grade students participating in the P.S.
ARTS rotational classroom studio program.
Findings show participation in P.S. ARTS
programs is associated with significant gains in
students’ ability to:
• Express complex ideas accurately and clearly
• Solve problems creatively
• Collaborate and empathize with others
• Take initiative to produce ideas, designs, and
products that are novel and valuable

“It’s thousands of dollars a year that we could
be giving to programs, and it’s biased!” says Paglia.
“Even if we are able to be non-biased in looking at
our own work, and have a controlled study and an
outside evaluator, we’re comparing ourselves to
nothing. You never see one model of arts education or
one nonprofit comparing itself to another one. What
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you see is schools that didn’t have any art, and now
they do have art, and it made a difference.” This data,
showing how P.S. ARTS can help schools who had no
art before, might advance policy to increase arts in
schools, but it doesn’t advance the field or the quality
of the programs offered, says Paglia. It doesn’t reveal
“how to make better teachers, better curriculum, run
a better program. We can’t learn that by knowing just
how many minutes [of art] they get in the school.”
P.S. ARTS engages in deeper assessments to
examine their programs and make improvements.
Student portfolio assessment allow them to look at
students’ skills and knowledge in the arts. Classroom
teacher surveys help them to understand connection
between what students are doing in the arts and how
that has an impact on their learning. School leadership
surveys help to demonstrate how the program impacts
school climate and environment, and how the arts
program has an impact on the overall feel of the school.
Finally, parent surveys demonstrate how parents feel
about their child’s school and the arts program.
It comes down to a sense of fairness, and equity,
and democracy. And it also comes down to what
the world would have lost out on if we had not
given certain change-makers access to the ability
to communicate and test what they know... Rich,
poor, whatever, our future as a global community
and our prosperity as a nation depend entirely on
having people being born who are lucky enough
to be able to do great things one day. And it is
our job as educators to make sure that everyone
has the opportunity to fulfill that potential, and
to contribute. In LA, for example, about 80% of
our schools are low-income schools. That’s a lot
of kids. If we forsake the kids who are not middle
class and above, we’re missing out on an enormous
resource. (Paglia 2017)

P.S. ARTS’s “Our Model” Infographic from psarts.org/our-model/

P.S. ARTS

103

featured

HIGHER EDUCATION

C A L A RTS
C OM M U N I T Y A R T S
PA R T N E R SH I P

UC L A V I S UA L &
PE R F OR M I NG A R T S
E DUC A T ION

Valencia, California

Los Angeles, California
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see page 110

Higher Education
Higher Education plays a crucial role in increasing access and equity in arts education for
young people. These institutions—whether schools for the arts or universities with robust
arts programs—instruct and mold quality artists, serve as providers of arts opportunities
in communities, train arts specialists, and offer arts education programs for K-12 students.
Higher Education institutions provide the professional education of those teaching the
arts to K–12 students: educators seeking teaching credentials in the arts, artists and
performers who will become teaching artists, and general classroom teachers. These
institutions are also able to bolster the arts education capacity of the K–12 school districts
in their communities by offering programs to schools or opportunities for K-12 students
to utilize campus arts facilities. Educators at higher education institutions can also be
forceful advocates for the arts for all students, college-level and K-12.

*image from calarts.edu/community-arts-partnership/summer-programs-for-youth
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CalArts
COM M U N I T Y A R TS PA R T N E R S H I P
VA L E N C I A , C A L I F O R N I A

Interviewee: Glenna Avila
Community Arts Partnership (CAP) Artistic Director, Wallis Annenberg Director of Youth Programs
Interview Date: Thursday, January 5, 2017

Background
Glenna Avila, artist, educator, and arts administrator,
has served as Artistic Director and the Wallis
Annenberg Director of the California Institute of the
Arts’ Community Arts Partnership (CAP) program
since 1991. Avila’s dedication to the arts and to
providing access to the arts for young people is clear—
when asked about the role of arts learning in the context
of education as a whole, Avila remarked, “Art is a must.
It has to be. It’s part of why students go to school. It’s
part of how students learn about everything else.”

CAP Program
CalArts’ Community Arts Partnership (CAP)
program serves 10,000 youth, ages 6-18, annually,
providing access to high-quality arts learning that
would otherwise be unavailable to them. A co-

“

curricular program, CAP encompasses fifty-five
youth programs in sixty diverse neighborhoods
throughout Los Angeles County. Forty-five public
schools, community-based organizations, and social
service agencies have partnered with CAP. CalArts
college and graduate-level students work in these
under-served communities to teach art to CAP
program participants; each program is led by faculty,
students, and alumni, and each year CAP employs
sixty CalArts faculty-artists, fifty CalArts alumniartists, and three hundred CalArts student-artists as
instructors.
Avila’s concerns overlap with my own: equity
and access to high-quality arts education. This is an
ongoing and significant challenge in an area as large
and sprawling as Los Angeles County where the
volume of high-need districts is vast. Travel around

There is no overarching policy, either in the
districts or in the state, to mandate that the
arts happen in schools, so it’s very hereand-there. And that’s how we started.”
–GLENNA AVIL A
CalArts Community Arts Partnership
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The CAP Program Overview, as reported on
calarts.edu/cap/overview:

“

OVERVIEW
The award-winning CalArts Community Arts
Partnership (CAP), a co-curricular program of
CalArts, offers free after-school and schoolbased arts programs for youth ages 6-18 in every
discipline taught at the Institute.
Programs are offered at public schools,
community centers and social service agencies,
covering a 1,000-square-mile radius across Los
Angeles County. With classes led by a teaching
corps of accomplished CalArts faculty, alumni
and student instructors, CAP participants learn
to create original works of art and to experiment
with prevailing conventions of artistic
expression.
CAP’s success has served as a model for
other arts education organizations locally
and nationally. The program has received
numerous honors, including the National Arts
and Humanities Youth Program Award, which
recognizes exemplary programs that foster
the creative and intellectual development of
America’s children.

Los Angeles is nearly impossible without a car, and in
low-income, high-need areas, traveling to an art class
is an unaffordable luxury. Because of these concerns,
the CAP program is decidedly decentralized. Rather
than bringing youth to the CalArts campus, CAP
teachers travel to provide arts instruction in schools
and community centers across the county.
Embedding the CAP program into schools across
the county means that CAP is adaptable for a specific
audience. “The community has definitely shaped the
course of this program,” Avila explained. “We always
go in wanting to know what a community hopes to
see for the youth in that area, or what students want
to learn that they’re not getting in school or in other
afterschool programs.”
At the onset of the CAP program, Avila and her
team began by partnering with schools in high-need,
lower income areas, such as South Los Angeles, East
Los Angeles, and parts of Hollywood. “Every single
area of LA has need, and every single area has lowincome students, but some areas have more than
others,” explained Avila when explaining the decisionmaking process for choosing where to bring the CAP
program. CAP began with a performance art and
music afterschool program, and slowly began to work
in schools during the school day. Because CalArts
students and teachers are on campus during the days
and most CalArts teaching-alumni have other jobs,
it can be a challenge to coordinate schedules with
elementary schools. However, CAP has received
grants which specifically fund programs for schools
during the school day.
The program grew, largely thanks to Avila’s

For more information on CalArts'
Community Arts Partnership Program,
visit: calarts.edu/cap/overview
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leadership. “It started with music, but we had a big
charge in front of us: How do we translate all of this
great stuff happening [at CalArts] and bring it to
communities?” Avila’s goal was to expand the program
by translating each of CalArts undergraduate degree
program offerings into a representative program in
CAP. The program has grown to include public art,
photography, graphic design, animation, theater, and
writing, among others. Over the years the program
expanded “organically,” depending on available
teachers, the partnerships Avila and her team were
able to grow between CalArts and communities, and
the CalArts students themselves, who came to CAP
“with their own ideas and passions, wanting to make
new programs in their areas of interest.”

Social Justice
Avila believes in the importance of being visible,
being a good neighbor, and contributing to a larger
ecosystem. As artists, Avila believes we should “be

civic participants.” CAP works to build relationships
with families. “A lot of programs don’t connect with
parents, and we do a lot of connecting with families...
The connection with the parents is really key, with
keeping the students engaged and also getting them to
classes on time... if you’re doing it right, you’re making
the connection with the family.”
Art education programming in Los Angeles varies
greatly from school to school depending on the school
administration, leading to questions about continuity
and quality. Despite these challenges, CAP has done
a lot of good within LA’s diverse communities.
The intention of this program from the very
beginning was to try to fill the gaps where
students didn’t have access and weren’t included
in programs that were offered in other, wealthier
areas of our city. So it’s all about social justice
as far as I’m concerned. The lack of access and
inclusion is a social justice issue, so that’s what
we’re doing on a daily basis. (Avila 2017)

CalArts Community Arts Partnership
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“We always go in wanting to know what
a community hopes to see for the youth in
that area, or what students want to learn
that they’re not getting in school or in other
afterschool programs.”
– GL E N N A AV I L A

CalArts Students
The CAP program is unique in that it benefits not
only the youths who attend the program, but also
CalArts students. College students who maybe never
considered teaching come to the CAP program and
often leave with a renewed energy for their own artistic
practice. The CAP program has a few new initiatives
in process, including a summer residency for college
teaching artists and a partnership with a program
that prepares students for teacher certification in
various artforms in K-12 schools. Avila is working
on creating a sequential program at CalArts which
gives their college students everything they need to
know to get a state teaching credential in the arts. The
program consists of three focus areas: curriculum
design and standards-based education, social and
cognitive development of children and adolescents,
and learning theories.

Program Assessment
Assessing the outcome of CAP programming is
a challenge for Avila. “I’m a firm believer in the
qualitative data, because that’s where you really learn
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the meat of things...” she explained. Because CAP is
funded via grants, not by CalArts itself, the challenges
to secure funding for the programs relate directly to
assessment. “That’s how the funding world has gone,”
Avila says, “everyone wants the numbers, everybody
wants the data.”

Policy
Avila spoke of the challenges Los Angeles faces due to
its size, both physically and population size. “No one
entity has the capacity to serve a state this large or even
a county or city this big,” remarked Avila. Providing
high-quality arts programming to all children in a
state as vast as California is a major undertaking,
particularly when there is no statewide mandate for
arts-learning enforcement. Even within the 81 school
districts within Los Angeles County, “no centralized
city government has been able to successfully assess
what programming students are receiving in the arts.”
When discussing the need for CAP and other
similar programs to supplement in-school art
education, Avila recognized how government policy
has brought us to where we are today. When asked
why in-school arts programming is lacking, Avila

responded, “There is no overarching policy, either in
the districts or in the state, to mandate that the arts
happen in schools, so it’s very here-and-there. And
that’s how we started. You find teachers who you can
work with, or Principals who really want this for their
entire school.”
STEM education is a focus in California public
schools. “As soon as STEM came up, STE[A]M came
up, yet it often still feels like, ‘hey, what about us?’”
Avila says. Los Angeles schools rely on the resources
of teaching artists, arts organizations, and community
partners to provide arts programming where the
public school programs fall short. Nonprofits and
higher education institutions like CalArts are such a
vital component in providing art education to schools
that strategic coalition-building has been written into
the county’s education plan, Avila explained.

Opportunities for Growth
When discussing replication of the CAP program
outside of Los Angeles, Avila recognizes that the
challenges vary from city to city. Issues as simple
as transportation can affect attendance and access
to programs like CAP. Avila also recognized that
despite Los Angeles’ challenges, the booming arts
community here helps:
We’ve been lucky to have progressive leadership
within our state, but also an active arts community,
and a willing education community to have these
conversations. (Avila 2017)
Hiring staff and fundraising, key to the growth of the
CAP program, has been one of the biggest challenges,
but have not stopped Avila from pursuing CAP’s
growth and evolution over the years:
I see all the need out there, and I know we could do
a good job, I know we could change some lives, so I
want to go for it. (Avila 2017)

More on The CAP's funding, as reported on
calarts.edu/cap/donors:

Donors
Ambassador Frank and Kathy Baxter
Anahita and James B. Lovelace
California Arts Council
City of Los Angeles, Department of
Cultural Affairs
Clarence E. Heller Charitable Foundation
Doreen and Richard Barsky
Eileen Harris Norton
Exploring the Arts, Inc.
Judy and Craig Schulz
Los Angeles Found for Public Education
Mark Chung (MFA 96)
Maureen Furniss
National Endowment for the Arts
Peggy Funkhouser
Roy and Patricia Disney Family Foundation
Sony Pictures Entertainment
Susan Disney Lord and Scott Lord
The Angell Foundation
The Capital Group Companies
Charitable Foundation
The Eisner Foundation
The Getty Foundation
The Herb Alpert Foundation
The JL Foundation
The Louis L. Borick Foundation
The Rosalinde and Arthur Gilbert Foundation
The Walt Disney Company
Virginia and Austin Beutner
Walter E. D. Miller
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V I S UA L A N D P E R F O R M I N G A R T S E D U C A T I O N (VA PA E)
LOS A NGELES, CA LIFOR NI A

Interviewee: Barbara Drucker
Founding Director, Visual and Performing Arts Education (VAPAE);
Associate Dean of Community Engagement & Arts Education; Professor, Department of Art
Interview Date: Tuesday, January 31, 2017

Background
As Founding Director of the VAPAE program at
UCLA’s School of the Arts and Architecture, Barbara
Drucker is a natural teacher with a creative-processcentered approach. Introduced to teaching at the
university level while working as a Teaching Assistant
during completion of her MFA in Painting, Drucker
was drawn to working with young artists. However,
it was almost an accident that she began working
with children. Traveling in Greece, Drucker began to
share her art with children in a local village. The kids,
who ranged from five to twelve years old, allowed her
to see the import and impact of art education for a
younger age group. “I loved working with them... It
really opened up a whole new world for me.”
After teaching in UCLA’s Department of Art and
continuing her professional artistic practice, Drucker
served as Chair of the Department from 2000 - 2006,

“
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and as Associate Dean of Academic Affairs from 20082014. As Associate Dean, Drucker saw an opportunity
to make art education for K-12 students a component
of the School of the Arts and Architecture at UCLA.
“When I started VAPAE I knew that art education was
super important... and I knew that the earlier kids can
be introduced to opportunities to express themselves
through the arts, the better off they would all be. So
I emphasized not just high school, but K-12 and even
pre-K.”
VAPAE first grew out of Arts Bridge, a state
funded program at UCLA, which was not a crucial
component of the department at that time. As
Associate Dean, the Arts Bridge program was under
Drucker’s purview. Due to her interest in community
engagement and in teaching, Barbara decided, with
approval of Dean, to consolidate the Arts Bridge into

I knew that the earlier kids can be
introduced to opportunities to express
themselves through the arts, the better
off they would all be.”
–BARBAR A DRUCKER

the Theater, Film, & Television Department, and to
create a new education program in the Department of
Art. “I knew at that moment, either I’d take it over,
or it was going to disappear. I knew it was my time to
do this,” Drucker explained. In 2008, with a modest
budget of $15,000, Barbara founded UCLA’s Visual
and Performing Arts Education program (VAPAE),
whose name references the Visual and Performing
Arts (VAPA) content standards for California public
schools, pre-K through grade twelve.

Program Development
Drucker’s first step was to establish the VAPAE
program as an undergraduate minor, in order to embed
it into the curriculum of UCLA’s School of the Arts
and Architecture. As her ambitious vision for VAPAE
grew, Drucker researched how to build a successful
and robust program, one which would benefit both
UCLA undergraduates and K-12 students. She
realized quickly that undergrads needed two courses
to prepare them to teach before ever entering a K-12
classroom, so the core of the minor became three
courses, the Arts Education Teaching Sequence. This
sequence features an introduction to arts education
and a practicum, and culminates in the third class, the
implementation of lesson plans in a K-12 classroom,
and then sharing and reflecting in classes at UCLA.
The minor, which had to pass UCLA’s Academic
Senate, would be seven courses in sequence and was
the first school-wide minor, spanning all departments
within the School of Arts & Architecture. Drucker

For more information on the VAPAE Program,
including arts education courses, internships,
projects, and public presentations for students
and the community at large, visit:
vapae.arts.ucla.edu

The VAPAE Afterschool Programs, as reported on
vapae.arts.ucla.edu/afterschool-programs/:

“

VAPAE is committed to community engagement
and dedicated to building bridges between
outstanding UCLA artist educators and the
surrounding Los Angeles community. In response
to pressing needs in our local schools, VAPAE’s
afterschool programs offer students in the Los
Angeles area supportive and constructive out-ofschool arts activities.
These programs provide K-12 students with
the tools they need to develop as artists
and productive community members while
supporting their social-emotional development
and positive relationships with adults and peers.
Participants find inspiration in their everyday
surroundings, and gain a more open view of what
art can be through weekly artistic experiences
guided by VAPAE-trained Teaching Artists. All
program leaders are current or former VAPAE
participants, and experienced artist educators.
Throughout 2016-17 VAPAE Teaching Artists
will lead music, dance, and visual arts
programs at the UCLA Community School,
Emerson Community Charter Middle School,
University High School, Venice High School,
St. Thomas the Apostle School, Huffington
Center at St. Sophia’s Cathedral, and Aviva
Family and Children's Services.
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committed herself to publicizing the minor with
school-wide outreach. The program grew quickly.
Drucker began by adding existing courses across
UCLA, requiring permission from those departments
in order for the courses to count toward the VAPAE
minor. This was when Barbara first established a
relationship with UCLA’s School of Education.

Funding
After VAPAE’s first year, sustained on $15,000,
Barbara wrote proposals for further funding. With
her strong vision and great potential for expansion,
VAPAE received foundation funding for the following
three years—$350,000 for the first two years, and
$175,000 for the third year. That funding helped to
establish the format of seven courses in the minor, in
addition to in-school and afterschool K-12 programs
in Los Angeles schools. All the while, the best interest
of her students was at the center of Drucker’s planning:
“You need in-school programs, you need afterschool
programs, and you need summer programs, because
VAPAE was focused on kids in the inner-city mainly
who don’t have access.” To serve the needs of UCLA
students as well as the community, Barbara focused
first on developing a robust afterschool program.
She knew that schools would want to participate:
“We could offer as many afterschool programs as we
want—hundreds, thousands—because there is need.”
The VAPAE program has grown to include
approximately ten K-12 schools, with about twenty
teaching artists who complete the VAPAE minor each
year, on average, working in teams of two. “[Ten schools
is] a good amount for the budget we developed through
donors,” explained Drucker, who was tasked with
securing funding in year four of the VAPAE program
to maintain a budget of $350,000. Grant-writing and
fundraising became a crucial and challenging role
for Drucker. Mostly funded through private donors
and smaller UCLA special-funding grants to support
community engagement, “There was no guarantee of
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any of it. But that’s why I developed the program in
pieces.” Barbara explained. Securing funding was a key
component of the Directorship of VAPAE.

School Partnerships
In order to create relationships with public schools,
Drucker approached UCLA’s tie-in schools, including
the UCLA community school in Koreatown and the
UCLA lab school on campus. These were the first
schools VAPAE partnered with. “You use the talents
that are right in your backyard, and the connections,”
she shared. Drucker stressed the importance of
building connections, and steadfastly set her focus
on the needs of Los Angeles most under-served
populations: “It turns out, all of these public schools
have high-need students... Public schools, even in
West LA, even in Santa Monica, even in Midtown,
[have] diverse populations, and that’s who we wanted
to target.”
The first afterschool program Drucker established
was Studio Sessions at St. Sophia’s. This program for
middle school students is three hours in the afternoon,
once a week. “Middle school kids who are underserved get lost,” Drucker explained, “so it’s a good place
for them to come.” VAPAE afterschool programs are
rigorous—three hours for middle school, and two
hours for younger grades.
People need time for art making. The reason we
did three [hours] was because these are middle
schoolers. They wanted that time, and they can
concentrate that long. They wanted to be there...
Giving time, that’s a luxury, a gift. Art-making
requires time. And forty-five minute segments are
not enough. (Drucker 2017)

Teacher Training
Barbara’s deep respect for her students, and for
teaching as a profession, led to increased flexibility for

“When we come to a hurdle, asking, ‘How do I approach this?
What are the many ways?’ and, ‘I have courage to approach
this. This is interesting. This is a challenge. Let me think
about this, let me feel this, let me figure this out...’
This is what the creative process is, and this
is what we need to be teaching kids.”
–B A R B A R A DRUC K E R

UCLA students. “Our UCLA undergrads have been
selected to be artists here in the School of the Arts
and Architecture. Our mission is to train them to
be professional artists.” Because the focus at UCLA
is training for research and professional careers,
Drucker realized that what fit their undergraduate
students best was flexibility. Some undergraduates
could devote all of their electives to this minor, but
many couldn’t. By making groupings of the seven
courses offered in the minor, students could complete
certain courses, but were not required to complete the
minor if they didn’t have time.
“Most of our students, because they come here to
be professionals, are not going to become credentialed
teachers in the school system, but they could be
afterschool teaching artists,” Drucker explained.
Working in an afterschool setting might fit within
these students’ professional art practice, and could
fulfill the desire to engage with the community and
teach art. It is not a requirement to be a UCLA art
student to enroll in the Teaching Sequence, however,
to enroll in the VAPAE minor, students must be from

the School of the Arts and Architecture to ensure that
teaching artists have deep training in an art form, plus
the teaching sequence program.
One of the most gratifying aspects of the VAPAE
program, Drucker shared, is identifying those UCLA
students who come out of the woodwork and become
involved in the program. The ones who make the time,
Drucker revealed, “are generous and are thrilled with
the existence of this program,” which gives students
who have an interest in teaching an opportunity
to explore working with kids and to share their
artistic passion with younger students or with their
community. “It influences them, it changes their
conscious course. It encourages them to become
more involved with community work. It also happens
to mesh with community activism and social practice,
which is popular.” The strong community engagement
aspect has helped the VAPAE program to flourish,
and adds another layer of approval from UCLA.
“Teaching, and teaching through the arts, is most
important to me. And respecting the profession...”
The VAPAE teaching sequence is robust, while still
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allowing flexibility for UCLA students, who are
receiving deep training in their chosen art form as
well as a deep understanding of the creative process.
I want to respect the field of the arts—the
practice—that’s what makes our students
special. They’re UCLA students who have high
talent. They’ve been accepted...into these arts
departments, which are super competitive, and
have extra energy to take this sequence of courses
to learn how to teach. (Drucker 2017)
Drucker stresses the need for trained teaching artists
within schools. Teachers need deep learning in the
arts before they get into a classroom, she believes. Her
respect for classroom teachers is clear, “I love them.
Fantastic people. But most of them feel very insecure
about the arts. They weren’t trained in the arts, they’re
not experienced in the arts. So if you push on them the
need to incorporate the arts, how do they do it?” In
thinking about the issue of arts-integration, Drucker’s
concern is that art at the service of something else is
not really art, “It’s thinking visually or image-making
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at the service of. It’s not a deep understanding
of creative practice.” In California, where school
budgets are limited, K-12 teachers are often pushed
to incorporate the arts. Only if that teacher is really
interested in a creative practice in art should they work
to integrate the arts into their classroom, Drucker
believes.

VAPAE Program Growth
Drucker’s vision for VAPAE continued to expand.
In 2011, in partnership with the Hammer Museum,
Drucker built the Classroom-in-Residence at the
Hammer program. Barbara had heard about an “open
classroom” program, where students were brought to a
non-school site to work in residence, the goal being to
engage students outside of the traditional classroom
environment. VAPAE was well established within
the School of the Arts and Architecture, and Drucker
had more flexibility. “I was free to play with these
programs... so we developed Classroom-in-Residence
through the relationship I’d had with the Hammer
Museum.” The Hammer, a high-profile art institution

at UCLA, was interested in community outreach and
social activism and worked with Barbara to merge
these missions with an art education program.
The first school to participate in Classrooms-inResidence was the UCLA Community school, with
two sixth grade classes. Drucker and the team at the
Hammer developed a program with depth, “It’s not
just the week that the kids are at the Hammer,” she
says, “The teachers need prep before, the children need
prep before. And then they have this great experience.
So we followed up with a creative process art lessons
after.” This expensive and robust program was funded
in its first year by VAPAE. In the second year, the
Hammer received a grant for the program and took
over both its funding and long-term development.
As VAPAE grew and evolved, the program
expanded to include in-school and afterschool
programs, Classroom-in-Residence, a number of
special projects in the community, a public lecture
series, and professional development opportunities
for teachers. When Barbara stepped down as Director
of VAPAE in July of 2016, VAPAE did not yet have a
summer arts program. Because a summer program
would have been her next step as Director, Drucker
continued the work to develop the most recent
outgrowth of VAPAE, FORM (Fabricate, Originate,
Reimagine, and Make) Academy. In partnership with
the Dean for Equity and Inclusion, FORM brings
together professors from each art department to offer
a 2-week-long summer experience for inner-city high
school students, making art on UCLA's campus.
This free program provides lunch and art
supplies, and selected students must be able to get to
UCLA to attend the program. In its first year, FORM
received sixty applications for twenty slots. Because
they had so many applicants, Barbara accepted thirty
students from eighteen inner-city schools. Students
were not required to have an interest in pursuing art
as a career, but did have to say why they were a good
fit for the program. Many of the students had been
brought to a college campus on a tour, but they had

never experienced a campus the way they would in
this program. “Through this program, they are artists
for the days they are here.” Teachers at FORM are
UCLA graduate students from each art department,
selected by the faculty and paid an hourly wage.

Moving Forward
In thinking about the continuation of VAPAE,
Drucker reflects back on her work, “I think our
program is a beautiful model.” As she shaped the
program over eight years, Drucker built relationships
with local nonprofits and the community, who know
of VAPAE, respect it, and collaborate when relevant.
“When I first came into this I didn’t feel secure about
art education. I wasn’t trained that way. But I was a
teacher for 30 years and I loved teaching. I’d thought
about the importance of teaching... So I reached out to
one person after another.” Barbara sought out people
in the field, who shared their work and now know
what UCLA is doing for K-12 students.
Drucker has been called on to advocate for LA
County’s Arts for All program, and VAPAE was the
2015 recipient of the UCLA Community Program of
the Year Catalyst Award. But Drucker’s personal focus
remains on her students and on high-quality, deep arts
programming for children, with creative process at
the core rather than product, standards, or teaching to
a test. “Creative process,” she says, is about “bringing
out the innate creativity in each human being....
Starting now, if children have arts experiences that are
positive for them... and all kids can relate to creative
experiences, then they will be positive about the arts
when they grow up and then it’s just part of their life.”
VAPAE is a model program, one which other
universities could follow, always keeping art and
the creative process at the center. “I think that
artists should lead the way for these arts education
programs. That’s why VAPAE is in the School of the
Arts and Architecture. I didn’t want to push for a
credential in the visual arts here, and I didn’t want to
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push for it to be offered in the School of Education...
It’s arts at the core.”
The difference between VAPAE and some other
programs is VAPAE emphasizes creative process
and the psychological, social-emotional benefits
of experiencing creative activities. Whereas
other programs emphasize alignment to the
standards. We do that—that’s what we teach
[UCLA students] in the Teaching Sequence—but
we don’t hold our teaching artists afterwards to
the standards. Everything is standard-aligned if
you’re a responsible educator. (Drucker 2017)
Instead of starting with the standards, or with the end
product and working backwards, Drucker encourages
her teaching artists to begin with the art itself. “I
tell my teaching artists, ‘What do you really want to
teach? What’s appropriate for these kids? What’s
appropriate for your budget? Put all that together,
create an outline for your ten weeks. Then, of course,
figure out where it fits in the standards.’ Easy!”
This process-oriented approach to art-making
and teaching is at the heart of Drucker’s work.
We all do it intuitively, we go forward, we go
backward—but to start from an end concept...
That’s not how an artist works. An artist is much
more often intuitive and non-goal-oriented, and
process-oriented... When they talk about how

more creative people are needed in this world...
We need nimble people, we need flexible people,
we need open, creative, problem-solvers... When
we come to a hurdle, [we need to say] ‘How do we
approach this? What are the many ways?’ And, ‘I
have courage to approach this... This is interesting.
This is a challenge, let me think about this, let me
feel this, let me figure this out...’ This is what the
creative process is, and this is what we need to be
teaching kids. (Drucker 2017)
VAPAE was born and grew out of Drucker’s vision and
personal and professional commitment to teaching, to
students, and to the arts. “This was an outgrowth of my
research... And it was a creative process. Developing
curriculum, developing programs, getting people to
work together—that’s all creative work.” To see a top
research university become open to and supportive of
this community engaged, substantial program with
long-term impact, has been incredible. Each facet of
VAPAE has depth and quality, but at its core VAPAE
is a substantial training program for UCLA students;
in that way, it has depth in the greater Los Angeles
community, as well. “You choose to teach. Teaching
is a calling. And it doesn’t mean that you’re not a good
artist... [VAPAE students] have extra energy, they
have extra compassion, extra empathy, and generosity
of spirit. They choose to take time away from their
professional career to give to the community.”

“You choose to teach. Teaching is a calling.
And it doesn’t mean that you’re not a good artist...
[VAPAE students] have extra energy, they have
extra compassion, extra empathy, and generosity
of spirit. They choose to take time away from their
professional career to give to the community.”
–BARBAR A DRUCKER
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*Infographic from issuu.com/uclavapae/docs/vapae_infographic

UCLA VAPAE

117

featured

ORGANIZATIONS

L O S A NGE L E S C OU N T Y
A R T S C OM M I S SION
ARTS FOR ALL

C A L I F OR N I A
A L L I A NC E F OR
A R T S E DUC A T ION

Los Angeles, California

Pasadena, California

For more information,
see page 119*

For more information,
see page 128**

C A L I F OR N I A
HUM A NITIES
Oakland, California
For more information,
see page 136

About these Organizations
Each of the organizations featured in the following section are working toward advancements
in art education access and equity in K-12 public schools. The Los Angeles County Arts
Commissions Arts for All program has partnered with each of the California nonprofits
featured here, and many of my interviewees have worked with Arts for All’s Director,
Denise Grande, on art education advocacy efforts. California Humanities is a philanthropic
organization that has helped fund arts and humanities programs in schools. The California
Alliance for Arts Education works on advocacy and policy initiatives across California.
These organizations demonstrate how partnership-building, strategic planning, advocacy,
and policy change are crucial to advancing art education in California public schools.
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L.A. County Arts Commission
ARTS FOR ALL
LOS A NGELES, CA LIFOR NI A

Interviewee: Denise Grande
Los Angeles County Arts Commission Director of Arts Education
Interview Date: Wednesday, January 18, 2017

Background
As Director of Arts Education for the Los Angeles
County Arts Commission, Denise Grande oversees
the implementation of Arts for All, the county initiative
dedicated to making the arts core to K-12 public
education in Los Angeles. Throughout her life, Grande
has been interested in dance, choreography, and
creative writing, leading her to pursue arts activism:
“After college I realized that my niche needed to be
bringing the arts to people who might not otherwise be
exposed to them... From really early it was really clear
that this is the work I’m supposed to be doing.”
In July of 2002, the Los Angeles County Arts
Commission, County Office of Education, and Board
of Supervisors approved the Arts for All Regional
Blueprint. This county-wide collaboration strives to
make all arts disciplines part of the core curriculum
for the 1.6 million public K-12 students in the county.
Developing strategies for systemic change in Los

“

Angeles school districts, Arts for All is structured
around four goals: building school districts’ capacity
to deliver arts education, improving the quality of
teaching and learning, empowering advocates, and
establishing funding partnerships to sustain arts
education. Arts for All connects school districts to the
tools and resources they need to make arts education
in every classroom a reality.
Arts for All is currently supported by the County
Arts Commission and the County Office of Education,
who coordinate and staff Arts for All. Grande and
her team mobilize policymakers, local leadership,
school district leaders, teachers, parents, students,
community artists, advocates, funders, and business
leaders to achieve their goals. Grande represents Arts
for All locally, statewide, and nationally, and leads
regional efforts to advance arts education for Los
Angeles County.

This is never going to be solved on the backs
of nonprofits...we need to stop thinking about
arts partners as the solution.”
–DENISE GR ANDE
Arts for All

119

L.A. COUNTY
ARTS
COMMISSION
ARTS FOR ALL
81 School Districts
2,200 Schools
75,000 Teachers
1.6 Million Students
Each of those 81
School Districts
has their own
Board of Education
& Funding
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State Education History
Public Education in California differs from other
states. State legislation passed in 1978, Proposition
13, cut property taxes—the key funding source for
public education, by fifty-seven percent. Today, school
spending in California is at a 40-year low. Since 198182, California has consistently spent less on education
than the rest of the United States. Today, California
spends about half as much as New York or New Jersey
per student on education. In 2009-10, California
ranked 44th in per-pupil spending and 50th in the
ratio of students to teachers among all the states.
It is no wonder that with these vast public
education funding challenges, arts education suffered.
As school districts lost funding and chose which
programs to cut from their budget, art was decimated.
“Anyone younger than me could have gone their
whole K-12 education with no arts instruction at
all,” explained Grande. What has resulted from that
legislation is not only a lack of arts education for young
people, but a lack of understanding about the benefits
of the arts and people with the interest or ability to
teach those subjects, “we now have three decades of
teachers who could have gone through K-12 and never
had an art class. If [they’ve] never had an art class, how
do we expect that they’re going to be able to teach it?”

For more information, including how to get involved,
resources for districts, schools, and classrooms,
data reports, the arts & STEM education, upcoming
events—including grant workshops and advocacy
networking—opportunities for artists and teachers,
funding information, and research & reports on art
education, visit: lacountyartsforall.org

Establishing high-quality in-school arts programs
can be challenging, given the lack of arts education in
most schools over the previous thirty years.
In the 1980s, the NEA was just entering its
second decade of existence and was funding arts
programs nationally, encouraging arts organizations
to step in to support school districts. Today, though
the arts community has stepped in, arts in school
is scattered, “Where we’re left forty years [after
Proposition 13] is some kids, in some schools, get
some art, some of the time.”
In thinking about Los Angeles, specifically, it is
important to understand the state’s political structure.
The California Arts Council, a state-level arts
organization, is separate from local arts commissions
across the state. The Los Angeles County Arts
Commission is the advocate of arts and culture for Los
Angeles County. A unit of county government, the Arts
Commission is a funding institution, granting funding
to over 350 nonprofit arts organizations each year.
With an annual budget of $4.5 million, the commission
also provides professional development for the arts
community, run Los Angeles’ 1% for the arts program,
and art education initiatives, of which Grande is the
director. The county is comprised of eighty-eight
municipalities over 4,000 square miles—it is the size of
Connecticut with the population of Georgia. It has 81
school districts, 75,000 teachers in 2,200 schools, and
1.6 million kids.

Establishing Arts for All
In 2002, the LA County Board of Supervisors, 5
elected county officials, recognized the importance
of the arts and the need to help school districts
bring the arts back into public education. This was
the beginning of the county’s Arts for All initiative.
“The Board of Supervisors launched this effort to be
implemented as a partnership between the Office
of Education and the Arts Commission,” Grande
explained. Although the Office of Education appoints

a county school board, each of the 81 school districts
in the county has a local governance structure and
their own board of education. Addressing the wide
variation in arts offerings among the county’s 81
school districts, Arts for All was created as a countywide infrastructure including planning, fundraising,
partnership-building, data collection, and assistance
to help districts support their own, in-school,
comprehensive, standards-based, sequential arts
education program. Because each school district
is an independent entity with no oversight from the
county, it is completely voluntary whether the 81
school districts choose to work with the county and
join Arts for All.
When Arts for All launched, it began in five school
districts. It has continued to grow an average of five
school districts per year. Arts for All now partners
with 65 of the 81 school districts, plus four charter
networks. “We’re on pace to be working with all 81
[districts] by 2020,” says Grande. Partnership and
network-building are key to Arts for All’s success.
Stakeholders come from diverse areas, from school
districts, to cultural institutions and communitybased organizations, to government, higher
education, philanthropy, and business. Participation
and convening of stakeholders is crucial to Arts for
All’s advocacy initiatives, encouraging both local and
more far-reaching supporters to spread the mission
and share the importance of art education for students
across the county.
“Since the beginning, the goal has been that
students—all 1.6 million LA County students—
receive arts as part of their public education. That goal
has stayed constant, although specific strategies have
shifted according to the times,” Grande explained.
Now, Arts for All has two main aims. First, to work
with school districts and arts organizations to expand
teaching and learning in the arts. Second, working
with parents, community members, advocates,
and public officials to build political and public will
around arts education. “So it’s, ‘How do we get more
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“Since the beginning, the goal has been that
students—all 1.6 million LA County students—
receive arts as part of their public education.
That goal has stayed constant, although specific
strategies have shifted according to the times.
So it’s, ‘How do we get more art in schools?’ and,
‘How do we build a case for doing that?’”
–DE N I SE GR A N DE

[art] in [schools]?’ and, ‘How do we build a case for
doing that?’” Another local partner, Arts for LA, helps
with long-term advocacy strategies, by building arts
advocates’ leadership skills.

Working With Districts
Arts for All does not provide arts services or teaching,
but they have made significant achievements in data
collection, fundraising, and infrastructure-building
in school districts. “All of our work is infrastructure
building—working with districts... We give them a
facilitator to help their community develop a strategic
plan, and then one of our staff becomes their liaison.”
The wide variation in the degree to which the arts were
included in curricula across schools in the county has
made the building of infrastructure in school districts
to support comprehensive arts education offered
within the school day. Rather than being given the
resources by the county, districts receive support in
planning and in the implementation of their plans.
“Money spent on community-based providers had
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not led to systemic access to arts education in schools.
Therefore, the focus of the new efforts was to be on
assisting school districts in developing budgets,
personnel, and policies to support arts education
within their districts” (Bodilly, 2008, p. 41).
Once a year, the Commission puts out a call to
school districts who might want to be involved with
Arts for All. Working with Arts for All requires a level of
readiness in a district. It can take two or three years to
set up a relationship, and the partnership depends on
a superintendent or a board member who is motivated
to work with Arts for All, who then works with that
entire district, not with individual schools, to choose
how to implement programs and establish a strategic
plan. Establishing an Arts Coordinator at the district
level is critical. This means that there is an official,
upper-level advocate for the arts, working to secure a
place for the arts in the district’s core curriculum and
ensuring that the arts become embedded alongside
other district priorities. At that point, “it’s all about
collaboration.” The district is connected with the Arts
for All network and at any time can say, “I’m struggling

“

Arts for All funding, as reported on lacountyartsforall.org/about-arts-for-all/funders:
Arts for All’s Pooled Fund came together to ensure sustainable funding partnerships for arts
education throughout Los Angeles County. Pooled Fund members include foundations,
corporations and government agencies whose giving philosophies support the vision of
Arts for All. Members pool their resources and collectively determine how funds should be
allocated to support the implementation of Arts for All’s goals most effectively.

Current Pooled Fund Members
Herb Alpert Foundation
The Angell Foundation
The Philip and Muriel Berman Foundation
The Sheri and Les Biller Family Foundation
The Boeing Company
Louis L. Borick Foundation
Vladimir and Araxia Buckhantz Foundation
California Community Foundation
John N. Calley Foundation
Colburn Foundation
The Carol and James Collins Foundation
The Carl and Roberta Deutsch Foundation
The Walt Disney Company
Rosalinde and Arthur Gilbert Foundation
The Green Foundation
Clarence E. Heller Charitable Foundation
The William and Flora Hewlett Foundation
Los Angeles County Arts Commission
Los Angeles County Quality and Productivity Commission
Moss Foundation
Music Man Foundation
National Endowment for the Arts
Ovation TV
The Ralph M. Parsons Foundation
The Rosenthal Family Foundation (CT) on behalf of Nancy Stephens and Rick Rosenthal
Rosenthal Family Foundation (CA)
Sony Pictures Entertainment
Stuart Foundation
The Dwight Stuart Youth Fund
Flora L. Thornton Foundation
Warner Bros.

with this.” Arts for All gathers on a regular basis. “We
bring the Arts Coordinators from the school districts
together two or three times a year. We’re trying to
establish a network of people doing this work,” says
Grande.

Funding
Arts for All was established and is supported by a
pooled fund, with contributions from ten to fifteen
organizations each year. Contributors make up a
board that convenes quarterly to vote on how to
allocate funds, and all contributors’ votes are equal
regardless of amount contributed. “These funders,
who reported high levels of satisfaction with this
arrangement, believed that their donations leveraged
systemic change rather than merely supporting
individual local arts education programs” (Bodilly,
2008, p. 50).
The primary resource, beyond strategic planning
and partnership-building, offered to districts by Arts
for All is seed funding, or matching grants, given to
a district once their strategic plan is in place. This
money helps the district to prioritize taking the first
step on one key action item in their strategic plan.
Providing funding to districts serves as not only
an incentive to join the network and develop and
implement arts education plans, but can be a powerful
motivator for change, particularly for underfunded
school districts. Each district must make a financial
investment matching their received Arts for All grant,
hopefully motivating the district and leveraging
funding into future investments by the district for
arts education. “The coupling of financial incentives
with matched funding had worked well in developing
at least the initial buy-in” (Bodilly 51).

Data Collection
Data collection is a critical component of the County’s
work. Information gathered about the current state
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of art education in a district helps Grande’s team to
spot areas of need, as well as garner the capacity to
leverage data to increase Arts for All’s own funding and
programs. Survey results from the county’s various
research projects have been widely publicized and used
to persuade funders to support Arts for All (Bodilly,
2008, p. 48). In their district work, Arts for All always
begins with data collection, to see “what’s in place
already and build from there.” The county assesses
pedagogy, curriculum, instruction, student and
teacher assessment, facilities, community partnerships,
professional development, program assessment,
funding equipment, and supplies. That data is then
assessed by Arts for All. “Where are the holes? Where
are the community arts partners supplementing—and
where are they over-supplementing because no one’s
being strategic about it?”

Partnering with Nonprofits
In Los Angeles, due to school funding challenges, the
county believes arts education is best delivered in what
they call a “shared delivery model.” “It’s an art teacher,
working in partnership with a classroom teacher who
is not an art specialist, working in partnership with a
teaching or community artist.” When the average
school district has around 20 or 30 schools, ensuring
that each strategic plan is best serving students and
teachers is a challenge. “Figuring out how much of the
load each [partner] carries is part of the conversation,
and I don’t know that anyone has really nailed that...
it’s very locally-based, depending on resources.... And
I don’t know that anyone has nailed how to implement
that shared delivery system at scale,” says Grande,
who seems to be constantly thoughtful of the larger,
nationwide issues of access and equity in arts education.
Although local arts partners are relied upon to
supplement in-school arts education in Los Angeles
County, Grande is wary of placing the burden so
heavily upon these organizations. During the Summer
of 2013, her team began an investigation to determine

the total amount of foundation or philanthropic
giving towards arts education in LA county. To do
so, they examined the 1099 tax returns of nonprofit
501(c)(3) organizations. They saw that $22.3 million
had been given in 2012, which seemed like a generous
number. That is, until they compared that number to
the combined budget of the 81 school districts in LA
county, which was $22.3 billion.
That was really a moment that hit me—this is
never going to be solved on the backs of nonprofits.
So we need to stop thinking about arts partners as
the solution to the absence, and think about what
systems need to be put in place so that we can hit
scale. And how do they play a role in that? What
is their small piece in that? (Grande 2017)
“We’re also at a moment where decades of arts
organizations, largely funded through philanthropy,
have been supporting the system, so there has been a
value to their argument, ‘If not for me, these schools
wouldn’t have anything.’ How much has this gotten
us into a self-perpetuating cycle?” These questions of
funding and access lead directly to questions of equity
in arts education. Arts for All is working on strategies
to use their resources to build a network and to make
sure everyone is clear about where the gaps are: “We
can be working with a lot more impact if we’re being
strategic and aligning resources. I don’t know that it’s
always a question of more money.”

Curriculum
Shared delivery also raises issues of curriculum
development. General classroom teachers, who
maybe don’t have an arts background but are strong
teachers and know how to integrate art with other
subject areas, can work in tandem with an arts
specialist. The specialist might be serving the whole
school. “If [classroom teachers] are supported by an
arts teacher, they’re not be accountable to the technical

skills, but are instead able to truly integrate.” While
arts integration into other subject areas has been an
argument in California for decades, Grande believes
that, “the arts realize their full power in education
through a dynamic tension between the arts as a
discrete discipline, and their integration with other
subject areas.” Students must learn discrete skills to
inform and expand their work in another area. “It’s
a false argument,” she says. “Both are important and
both have their place... figuring out the balance and
the emphasis, now that’s a conversation.”
The shared delivery model also works smoother
when there is a “feeder pattern” in a district, where
students move from elementary, to middle, to high
school with consistent arts curriculum through. This
depends on the district’s strategic plan and art courses
made available as electives beyond elementary school.
If, for example, all students were required to take
art as an elective in middle school, with a range of
arts and humanities offered, it would open a range
of future opportunities for students. “What kind of
school system would we have if every kid had a full
year of art in sixth, seventh, and eighth grade? [How]
would that prepare them to be able to choose electives
in high school?”

Social Justice
Another way the county uses data is to demonstrate
social justice issues in education. It is often assumed
that private, more affluent, schools have stronger
educational foundations in the arts, but there can be
disparity between opportunity and access even within
the same public school district. From 2009-2011, the
county conducted deep research in thirteen school
districts. Their findings bore out that even within
the same district, students in high Title I population
schools have less access to arts instruction than their
peers. It makes sense that where parents are more
powerful socioeconomically, they tend to have more
of a voice in education and the means to supplement
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what is lacking in school. This disparity brings up
issues of advocacy and the necessity of supporting arts
education in high-need districts. “How much longer
are we going to be okay with this?” Grande asks. If we
believe all the good arts education does, “Why do we
think of this as separate or different than we do math
or English?”

Partnership-Building
Over the last five years, Arts for All has consciously
collaborated with both local arts organizations and
the California State Arts Council. Coordinating
language is also important for advocacy.
We’re going to have more power if our messages
and our strategies are aligned, so a lot of the
advocacy right now is top down, bottom up...
While we’re working locally and regionally, we’re
also always communicating with state partners—
people across California that are doing the
same types of work or are part of the state-wide
conversation—the California Arts Council,
California Department of Education, California
Alliance for Arts Education. (Grande 2017)
“Our work regionally is informing the state-wide
conversation and the state-wide conversation is
informing our local conversation, so there is constant
feedback.” At the same time Arts for All collects data
to create strategic plans in school districts, they also
work on “big picture” data collection. A national
effort, the Arts Education Data Project, is gathering
data from certain state Departments of Education
on what art courses are being taught, who is teaching
them, and how many students are enrolled in those
courses. The long-term goal is to make arts education
data part of national education reporting, and data
collection feasible for every state. However, their
data collection is tied to a course code and therefore
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does not include elementary art data, art courses
supplemented by arts partnership organizations, or
arts-integrated curriculum.
To supplement this national work, Arts for All has
begun county-wide data collection in all 81 school
districts at the elementary level. Starting in March 2017,
they began collecting information on elementary art
offerings, arts-integrated curriculum, and community
partner programming in schools. Participation is
voluntary—but if the leadership in a district wants
their district on the map, they will require schools to
participate. “Again, we have no governance,” Grande
explains, “We just have to convince them its a good
idea—and that if they’re interested in doing it, there’s a
network here to support them.”
Grande and her team hope to gather a
comprehensive baseline for the current state of arts
education in LA county. Once the data is collected
and organized by a contracted data analyst, Grande’s
team will grapple with data visualization—how to
make the information appealing and shareable—over
the summer. By late fall 2017, their findings should be
publicly available. Eventually, they hope to do three
things with this research. First, give participating
schools back the data in a usable format to help with
future strategic planning; second, the data will be
used by Arts for All to serve as a baseline for where
the county is now, and how they’re making progress
moving forward. Finally, the data should reveal trends
and issues bubbling up in the art education field that
can then be addressed as a community. The ultimate
goal is to build awareness about whether current
strategies to create greater access to art education
are working. Because the county is putting a lot of
resources and money into this work, they hope this
will be a project that can eventually translate statewide. Determining the methodology for gathering
and collating the data at large scale, they can then use
the data to demonstrate proof of concept and pass the
work to the state of California in the future.

Arts Education Policy
Although funding and support for art education
remains an issue, Grande believes there is cause for
hope. “We’re, in my view, at a moment in time unlike
I’ve seen... in terms of political and public will...
I think coming off the NCLB era, there’s a push.
The pendulum has swung back to a well-rounded
education.” National legislation passed in December
2015, a Congressional bill to reauthorize NCLB,
now called the Every Student Succeeds Act (ESSA),
specifically calls out the arts in the definition of wellrounded education. “That’s important,” Grande says,
“and it’s important for us to say that.” The ESSA also
reverses some of the top-down federal approach of
NCLB, allowing states more decision-making power.
“The controversy is political—is it a State’s right,
or is it Federal? And it’s a State’s right.” As Grande
remarks, the basic issue seems to have been resolved
in the direction of devolving power to the states, as the
law prohibits Secretary of Education from imposing
national standards on accountability systems for
teachers and students.
Arts for All is leveraging their position in the state
government and the arts community to influence arts
education policy. Their goal is to develop policies that
support comprehensive and sequential arts education
in the public schools and to build public support
for those policies. “There’s a sense of urgency. The
national legislation is teed up for us. In California,
there have been some good shifts. We have a governor
who passed arts education-friendly legislation. If
we are going to try to push through the next level of

legislation, now’s the time to do it.” How does statelevel legislation effect LA County and Arts for All?
Two arts education laws were recently signed by
state senate and governor. The first was legislation
to update the state VAPA standards, currently from
2000-2001, to align with Common Core standards.
The second was adding teacher credentials in theater
and dance, which were, until now, missing from the
California state credential. These state decisions will
effect local teachers, curriculum, and the way art is
prioritized in Los Angeles County. In California, it is
already in the legislation that all students will receive
arts instruction. “We need enforcement,” Grande
explains. “There’s a lot of conversation right now at
the state level about what might be another legislative
piece that would tackle the problem in a new way, or
be a different kind of enforcement.”
Arts for All is an ambitious model for how
partnerships can be maximized to effectively engage
nonprofits in farther-reaching systemic change.
rather than being a temporary band-aid for some kids,
in some schools, some of the time. “By promoting
collaborations among arts educators, arts advocates,
arts policymakers, and artists and arts organizations,
they have achieved far more than they could have by
relying exclusively on their own limited grant-making
budgets.” (Zakaras, 2008, p. xix).
Los Angeles is not the only major city working
on partnerships across sectors to improve access
to art education. Similar efforts have been made in
Chicago, New York, Dallas, and Boston, as well as
in northern California and smaller cities and towns
across the country.

“We’re going to have more power if our messages
and our strategies are aligned, so a lot of the
advocacy right now is top down, bottom up...
While we’re working locally and regionally, we’re
also always communicating with state partners.”
–DENISE GR ANDE
Arts for All
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A CA LIFOR NI A A RT EDUCATION A DVOCACY & POLICY ORGA NIZ ATION
PA S A DE N A , C A L I FOR N I A

Interviewee: Joe Landon
California Alliance for Arts Education Executive Director
Interview Date: (Via Skype) Friday, February 18, 2017

Background & Mission
The California Alliance for Arts Education strives
to reach the goal of high quality arts education for
all students in California by motivating both policy
change and advocacy efforts at local and state levels,
and gathering a statewide network of partners to
support these efforts. A statewide leader and convener,
the Alliance galvanizes educators and experts in arts
and culture to increase access to and improve the
quality of arts education.
A writer, playwrite, and television screenwriter,
Joe Landon, the Alliance’s Executive Director, worked
as a professional artist for much of his career. After
teaching music and theater at a private school in
northern California, Landon worked in the state capitol
as a speech writer. Concerned with education and a
long-time arts appreciator and participant, moving

“

into the position of policy director for the Alliance,
where his daily goal is to increase access to quality art
education for all students, seemed like the right move.
Changing the landscape of education policy
and arts education funding in California, Landon
has worked on initiatives to support Arts Content
Standards in schools, on the arts in California’s Local
Control Funding Formula, and on building local
advocacy coalitions throughout the state to work in
school districts. Landon has also worked nationwide,
both with other state arts agencies and with the
national Department of Education in Washington,
D.C. to empower schools receiving Title I federal
funding to engage arts education strategies to achieve
their Title I goals.

I think when [art] goes away, people say,
‘Well we didn’t really need it anyway.’
But underneath it, there is a sense that
we are absolutely failing at preparing our
kids with all the skills they need.”
–JOE L ANDON
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How it Works
Striving to make the arts a core part of every child’s
education, the Alliance’s efforts focus on three key
areas: public advocacy, state policy, and partnershipbuilding. Utilizing an array of tools, the Alliance
engages the public in state and local arts education
advocacy initiatives, champions essential funding,
supports policies to advance arts education, and
authors briefing papers on critical topics to advance
sound policy development. Partnerships with leading
state education decision-makers, parent and arts
organizations, as well as business leaders and members
of the community allow the Alliance to reach millions
of California citizens. Arts Now Communities,
the Alliance’s statewide advocacy network, builds
the capacity of advocates to communicate a
unified message by providing advocacy expertise,
communications tools, and leadership development.
The Alliance’s Policy Council, composed of allied
partners from varied expertise, has developed the
Alliance’s Vision Framework, which describes desired
outcomes and the scope of their work.

Title I Federal Funding & the Arts
Title I federal education funding targets the most
underserved public school students—schools and
districts receiving federal Title I funds are charged
with improving educational outcomes for low-income

For more information on the
California Alliance for Arts Education, visit:
artsed411.org
artsed411.org/about/vision_framework

More on the Alliance’s Research & Resources
as reported on artsed411.org/resources:

“

Research is a powerful advocacy tool. Numerous
published reports demonstrate that student
involvement in the arts is linked to higher
academic performance, increased standardized
test scores, greater involvement in community
service and lower dropout rates. This section
of our website contains facts sheets, links to
the latest research as well as guides to support
your efforts to evaluate, plan and advocate for
arts education in your district, opportunities and
threats in our field.
RESEARCH & RESOURCES:
California Education Policy
VAPA Standards and Framework
Federal Arts Education Policy
Research Reports
Fact Sheets
Resources for Educators
Resources for Advocacy
Resources for Parents
The Insider’s Guide to Arts Education Planning
Alliance Policy Papers
Historical Context
Status of Arts Education in California
Public Schools
Policy Recommendations

Something Here
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students. Title I funding constitutes the largest
federal expenditure on education, and the largest
block of education funds distributed to states—in
2015, the Title I budget was $15.4 billion overall, and
California’s share of that was $1.7 billion. Title I funds
can be used flexibly by schools to improve educational
outcomes, and the funds can be combined with other
federal or state grants to maximize impact.
Title I is complex system, and schools are required
to report on where their funding has gone, and how
they are achieving their goals. Many elementary school
principals in high-need districts who want to hire arts
specialists or offer arts programming draw from Title I
funds to supplement school board funding. However,
often at the school level, administrators do not use
Title I funds to increase access to the arts in their
school because they are afraid they will be punished
for it, or that they will be out on a limb supporting arts
education, which, to some, may be good for the soul but
has nothing to do with academic achievement.
“There was a fear of reprisal, because in Title I if
you use the money wrong, after you spend it you have
to give it back, which is a real risk for the school district.
What happened in Los Angeles Unified School
District was they just said, ‘We’re not going to do this
anymore,’ because there was a prejudice against the
arts.” The fear of reprisal—or the potential revocation
of Title I funding—kept schools from including arts
education in their strategies for achieving their Title
I goals, so the Alliance sought to make the case that,
actually, the arts do support those academic goals.
The Alliance’s effort began with the goal of
clarifying confusion around the appropriate use of
Title I funds, as well as to provide tools for school
leaders in planning and implementation of art
education programming using their Title I funds.
Shifting the message, the Alliance encourages schools
to use the arts to achieve Title I educational goals,
rather than solely as a means to push for more art—
this requires seeing art education within the context
of a larger conversation about public education.
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“Title I is a very specific program. The intention
is to create academic achievement for students,
offering four pathways: student achievement, student
engagement, school climate and culture, and parent
involvement... How is arts education part of that
conversation?” asked Landon. The initiative sought
to find ways to provide more arts education—but
as a part of a school’s responsibility to provide highquality education, and the belief that a high-quality
education must include the arts.
Based on substantial research demonstrating that
certain forms of arts education are an asset to achieving
academic goals, the Alliance released reports with
specific examples of the positive impacts of the arts
on the academic development of high-needs and atrisk students. The then Secretary of Education, Arne
Duncan, also backed the use of the arts to achieving
Title I goals nationally, so using that information, the
Alliance went to the California State Superintendent
for support. “There was all this push back,” Landon
said, “but we had the research and could say, ‘Here are
studies showing how the arts support Title I strategies,’
we could show that we had really thought through how
this could work.”
Once the Alliance clarified the appropriateness of
dedicating Title I funds to arts-based initiatives, they
sought to share that information with schools and
districts. “Once we understood the culture of Title I,
we decided we’re going to push this as far as we can
go... Why wouldn’t you use arts education if what you
really want to do is reach kids who are not engaging
in school? Wouldn’t you want to go out of your way
to do this? To me it just seemed so obvious, but what
I didn’t expect was all the resistance,” said Landon.
But the Alliance and their partners kept offering
resources, working closely with district officials and
arts organizations to develop systems that honor
the requirements of Title I programs, establishing a
model that other districts may follow.
The Alliance has created an online resource,
title1arts.org, to help schools design a plan for using

“There was all this pushback, but we
had the research and could say, ‘Here are
studies showing how the arts support Title I
strategies.’ We could show that we had really
thought through how this could work.”
–JOE L A N D ON

their Title I funding to meet the needs of their
school. The site offers resources and research from
Arts Education Partnership, and over 200 vetted
studies mapped onto the four Title I goals, to back
up use of the arts to meet goals in each of those four
areas. Title1arts.org is a compilation of all the work
the Alliance has done, including examples of what
has worked in school districts across the state. The
Alliance has also offered trainings at the county and
district level to help operationalize the website, and
build the knowledge necessary to implement the
work. The site offers strategies to decide how to use
funding to, maybe hiring an outside arts organization
to provide programming, or investing in professional
development for classroom teachers, but always
utilizing Title I funding to address the problem.
“Then you’ve identified what your problem is, what
your strategy is to solve it, and on the back end, you
can answer how you used the funds.”
In addition to the website, the Alliance has
released publications, including “Four Things You
Can Do to Start the Conversation about Title I and
the Arts,” and “A Policy Pathway: Embracing Arts
Education to Achieve Title I Goals,” with action steps
linked back to resources available on the website.

Recently, they released a short film about Title I
and the arts. These various outreach pieces work to
raise awareness and communicate the mission to
various audiences—including those who have no
affinity toward the arts. “How do you convey the
injustice, and what you’re trying to change? How do
you message it?” asked Landon. “It might be really
appropriate with people who love the arts, but if you’re
talking to people in the education system, who don’t
have any investment in the arts... it just doesn’t mean
anything. This is something I really had to learn along
the way—how do I talk in a way that’s meaningful?...
It really puts the arts in the context of student success,
as opposed to how good the arts are for your creative
spirit.” Even though Landon’s personal experience
of the arts, and why he is motivated to do the work
is because of his own love for the arts, but he has
recognized that those arguments are often ineffective
with audiences who might not have a personal affinity
for the arts.
Landon and his Alliance partners have made great
strides with their Title I initiatives. The San Diego
Unified School District, the second largest school
district in California, will invest three million dollars
of Title I funds over a two-year period to promote
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More on CAAE funding, as reported on artsed411.org/friends_arts_education:

Friends of Arts Education
The California Alliance is grateful for the contributions of the following philanthropic
organizations and to the many individual donors and advocates who support the
Alliance’s programs and services:
Adobe Foundation
Americans for the Arts
The Boeing Company
Employees Community Fund of Boeing California
California Arts Council
California Community Foundation
Castellano Family Foundation
Clarence E. Heller Charitable Foundation
Herb Alpert Foundation
Los Angeles County Arts Commission
Panta Rhea Foundation
Rosenthal Family Foundation
The San Diego Foundation
Stuart Foundation
Walter & Elise Haas Fund
William and Flora Hewlett Foundation
Thomas DeCaigny, John Eger, Lucille Fortunato, Emily Hall, Linda Johnson,
Ed Honowitz, Norman Kurtin & Wendy Warren, Kristen McAfee, Louise Music,
Thomas, Novak, Joan Palmer, Frances Phillips, Lisa Podos, Paul Richman, Abby
Schnair, Mark Slavkin
Special thanks to the William and Flora Hewlett Foundation, the James Irvine
Foundation and the Maurer Family Foundation for their support of the development of
this website.
This organization is supported, in part, by the Los Angeles County Board of Supervisors
through the Los Angeles County Arts Commission.

arts integration strategies in twenty-two elementary
schools. This represents “a major advancement in [The
Alliance’s] work to empower Title I schools to engage
arts education strategies to achieve Title I goals.”
The Alliance’s work reveals that when the
willpower exists to effect systemic change through
partnerships and policy-change, progress can be
made. Once the Alliance’s work became more public,
other states began to reach out, expressing the same
problems. The Alliance began working with the U.S.
Department of Education, in addition to the California
Department of Education. The federal administrator
in charge of the Title I program nationally, who had
an affinity toward the performing arts, was behind the
Alliance’s effort and encouraged it along. The Alliance
has written a “policy pathway” for Title I, keeping in
mind that this is a national program, and developed
with the hope of adaptability for other states. In
2015, Arizona released their own Title I and the arts
website, which speaks to the specifics of Arizona
state law, policy and procedures. The Alliance hopes
to continue to work with other states to promote arts
education and Title I funding for the arts.
Americans for the Arts is working on a state pilot
program with ten states to advance particular policy
issues unique to their state. California is involved,
and is further ahead than some other states because
had been pursuing Title I work. This has gotten the
Alliance connected to other states and to the Wallace
Foundation, who is investing in the national branch
of this work. Although Landon’s job is California, the
Alliance has engaged in helping other states, including
Massachusetts, Arizona, and New Jersey, to help them
get up to speed on Title I and the arts.

Other Initiatives
Making significant progress in their Title I initiative
has helped the Alliance as an organization. A current
initiative of the Alliance is working to infuse the

arts into California school district’s Local Control
Accountability Plans (LCAP). In 2013, California
passed a law that aimed to revolutionize how school
districts receive state funding. The Local Control
Funding Formula (LCFF) gives school districts the
autonomy to decide which programs and services to
spend state funding on. The primary goal of LCFF is
to ensure equity by devising a complex budget system,
giving additional money to districts based on their
numbers of high-needs students. The law’s passage
marked the first time in four decades that California
underwent such a dramatic shift in school finance.
The Alliance is working to demonstrate how arts
education aligns with LCFF goals and contributes to
a set of unique skills and outcomes that are shown to
help students succeed. Designing a set of resources
for schools, called the LCFF Toolkit, the Alliance
provides literature for advocates on how to increase
art education in LCAPs, which determine priorities
and funding for the coming years. The toolkit offers
research, including “Arts Education Strategies in
California LCAPs,” “5 Examples of Arts Education in
District LCAPs,” as well as a customizable powerpoint
for 3-minute school board presentations, a script for
3-minute school board presentation, and a leavebehind flier for school board presentation, among
other resources. Through this work, The Alliance has
succeeded in getting arts education written into the
three-year LCAP of thirty of their school districts.
The Alliance is also sponsoring legislation in
California, which will be voted on over the next
two years, to increase art education accountability
in schools. Law in California states that every child
“shall receive” art education preK-6, and have “access”
in grades 7-12. “Well, that’s not anywhere near what’s
happening. If it’s the law, how do we get away with
not providing that?” asked Landon. With the LCFF,
every district decides how to spend their money.
“What if a district says, ‘We don’t care about the arts?’
How do you resolve that?” The Alliance is working on
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enforcement mechanisms for policy supporting art
education and is committed to long-term planning,
strategic thinking, and systemic change over time.

Strategic Planning in Districts
The Alliance works regionally throughout California
to try to point to the good work that’s going on across
the state, and say, “If you don’t have an arts plan in
your district, we can help you with strategic planning.”
Districts can scaffold what they would like to see
and grow an arts program from there. Landon’s key
recommendation to school districts is to put a plan
in place for the arts. This plan creates the initial buyin from schools and requires arts advocates to create
the advocacy that is needed to keep going. “If you
don’t have an arts plan in your district, that’s probably
the best investment you can make,” says Landon. If
districts don’t have a strategic plan, money comes in
and gets spent, and schools don’t quite know where it
went—so it’s important to have a plan.
The Alliance published “The Insider’s Guide
to Arts Education Planning” to provide hands-on,
how-to planning for schools, districts, and counties,
enabling them to assess, envision, and implement
quality arts programs for their students. The guide
offers best practices, innovative ideas, templates and
strategies to navigate the challenging terrain of arts
education planning and was written and designed
by The California Alliance for Arts Education in
collaboration with Los Angeles County’s Arts for
All as a tool and catalyst for strategic thinking and
district-wide planning throughout California.

Systemic Change
The Alliance’s work across California is all about
systems change.
I think there’s a sense in the field, ‘We’re never going
to get there.’ And the poignant part is, when I grew
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up here, arts was part of the system. Proposition
13, and all the narrowing of curriculum, and No
Child Left Behind—all those things conspired,
and I think we lost our way. We didn’t have the
economic support for [the arts] and it was the first
to go. Our percent that we spend on each student
for education [in California] is near the bottom
for all states. That’s a lot of the problem, and it’s
dramatic. (Landon 2017)
However, Landon sees that there is room for change,
and plenty of reasons to hope. “In almost every school
board, you’ll usually find one person who is the arts
person. Get them hooked into it. Get them to be the
advocate for it locally, and to speak up.” The strategic
planning is crucial for this type of advocacy work; if
the school board sees the plan, they are more likely to
then say, “Ok, we’re ready to invest in the arts.” The
Alliance’s work is very much about how to change a
system, and very much centers on social justice.

Nonprofit Partners
The work of nonprofit art organizations is recognized
by the Alliance, who seeks to represent the entire art
education infrastructure and all of the stakeholders—
from unions, the PTA, teaching organizations, schools
and districts, educators, government officials, and art
organizations—and to support all of these entities
and connect them, if possible, to make progress.
Landon believes the work of nonprofits is important
to the ability of schools to provide arts to students, but
believes that the partnership only works if schools are
just as invested in high-quality arts education as the
nonprofit is.
A private arts organization should go into a
partnership with a district with the understanding
that you don’t just give the program to the schools:
“Ultimately, you have to have the schools buy into
it,” otherwise only wealthier schools can afford these
programs, or affordable nonprofit programs rely on

private organization funding, which is “too erratic and not as sustained as in-school art
education.” Nonprofit art education, Landon warns, can be very sporadic if there is no
upper level support for arts integration in the district.
Landon spoke of the need for collaboration between credentialed art teachers and
private arts organizations. “There is a benefit you get from direct contact with artists that
you don’t necessarily get from credentialed teachers—you might, but it depends who it
is—and there is such value that can come from bringing that spirit and energy and different
perspective into the classroom.” This is particularly important when a school does not
have an arts specialist on staff. For example, in San Diego, the district paired classroom
teachers with teaching artists from local arts organizations, who worked together on arts
integration lesson plans and curriculum for teachers to bring back to the school. The
commitment by both a school and an arts organization to working together can bring
systemic change and be mutually beneficial. “Don’t push away the teaching artists or the
private arts organizations, bring them in and be thankful for their value.”
Landon believes that getting arts into schools is the first step to lasting change: “If
there’s no arts [in a school], and you’re questioning whether to add something, well,
nothing creates more of the appetite and buy-in for the arts than seeing it—it sells itself.
So, why wouldn’t you want to encourage whatever you can get in the door?”
“I think when [art] goes away, people say, ‘Well we didn’t really need it anyway.’ But
underneath it, there is a sense that we are absolutely failing at preparing our kids with all
the skills they need. So, what can we do? That’s the most exciting question to me. That’s
what I’m pursuing. Because that’s an open question without an answer at this point. But
we’re committed.”
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California Humanities
A S TAT E PA R T N E R OF T H E N AT ION A L E N D OW M E N T FOR T H E H U M A N I T I E S
OA K L A N D, CA LI FOR N I A

Interviewee: Julie Fry
California Humanities President and CEO
Interview Date: (Via phone) Wednesday, February 1, 2017

Background & Mission
As President and CEO of California Humanities, a
statewide grant-making organization and independent
nonprofit partner of the National Endowment for
the Humanities, Julie Fry works to ensure that
the humanities are an integral part of California’s
future. Education is one of the key initiatives at Cal
Humanities—ensuring that the next generation of
Californians receives a public education infused with
the humanities, no matter where they live in the state.
Fry has extensive experience at arts and culture
organizations as well as philanthropic institutions,
and has been deeply involved in arts education
advocacy at the national, state, and local levels. From
2007- 2015, Fry served as a Program Officer for the
Performing Arts Program at the Hewlett Foundation
in Menlo Park, California, where she managed grants
for more than 140 nonprofit arts organizations. Her
work aims to make arts education accessible to the
six million K-12 public school students in California
through both support for in-school programs and
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policy and advocacy work. She recently served on the
a number of state-wide committees for arts education,
including Arts for All in Los Angeles. In 2014, she
was named one of the Top 50 Most Powerful and
Influential Leaders in the Nonprofit Arts in America
in Barry’s Blog.

How it Works
As the leader of a statewide philanthropic grantmaker,
Fry is aware of the many challenges California faces
when it comes to infusing the arts and humanities into
all aspects of life, including education. Growing up,
Fry had arts education as part of her regular school
day. Like many who grew up elsewhere and then
came to California, the stark differences between
California public education and other states is clear.
“I can speak to California in terms of what Proposition
13 did to really decimate dollars that were spent, and
time that was spent, in school on arts education.”

...the access and equity piece is always the
center point of whatever we’re doing.”
–JULIE FRY

Often times, arts education is now only offered as
an elective in public schools, if it is offered at all, she
remarked. Recognizing the importance of the arts
and humanities, in addition to and in collaboration
with STEM subjects, to a child’s education is at the
core of Fry’s mission.
First spurred to do this work when she began
working in philanthropy in San Diego, Fry has
completed extensive research on the dearth of arts
education in classrooms across the state. “As a parent,
but also as a citizen, I recognize that the things we
learn in school effect our values,” Fry says, “...the more
[we] can provide places for expression, and critical
thinking, and communication—all those things that
arts and humanities education provides—the better
we all are.”
One of the major education initiatives at Cal
Humanities is data collection, which they are working
on in collaboration with SRI International. This
data is important for speaking with elected officials
in Sacramento and supporting their policy position.
“[We are] really looking at who’s teaching those
classes, who’s taking them... the access and equity
piece is always the center point of whatever we’re
doing...”
Speaking with Fry, who comes at these issues
from a philanthropy perspective, about my areas of
interest was certainly different than speaking with
nonprofit leaders, who bring art to children directly.
Their challenges and methods are different, though
their missions are very much the same. There is a
sense that policy and advocacy work for nonprofits
is difficult—understandably, they need to be careful
about how they use their time, resources, and often
limited budget. Policy work also takes time:
It takes a long time to effect systems change. It
takes a long time to get where you’re going in policy
and advocacy... Do we have the appetite to take on
something that is going to take two steps forward
and one step back, and change as administrations

change, and elected officials change, and school
board members change? (Fry 2017).
This is where ultimate success lies in policy work—
creating initiatives that will outlast the leaders that
are in place at any particular time. Challenges with
education seem at the forefront of Fry’s thinking:
“There are trends,” she says, speaking about education
and teaching. “It seems like there is never an
opportunity to see if something works...” Working
long term, schools would institute changes, and then
leave a system in place for several years, to have a
chance to do evaluation—assess what has worked
and what has been learned, and where improvements
could be made.
Unless school boards are willing to do hiring in
their districts that are cultural-friendly—that
include the arts and humanities, so that a school
district has a culture of including them—there is
often a back and forth, ‘Yes to arts. No to arts,’
which doesn’t help anybody. (Fry 2017)

Parnership-Building
Fry is a believer that all policy is local, and that
starting on the ground in grassroots efforts at the
local level is important, but that “all of those levels—
local, regional, state, and federal—need to be aligned
in order to really effect that change.” Building
partnerships, from local to federal, is key, “It’s really
important that it isn’t just people in philanthropy
leading these conversations, but the people on the
ground who have experience as artists, the classroom
teachers... Everybody’s got to work together. If we
aren’t understanding the challenges of being an artist,
or the challenges of being a teacher, or the challenges
of being a student, we are never going to solve the
problem long-term.”
Fry has been building a cabinet of advisors from
different parts of the education ecosystem to support
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More on California Humanities, as reported on calhum.org/about/strategic-framework:

“

Strategic Framework
Because the humanities are essential to a vibrant democracy, our 5-year strategic focus
on education, public engagement, and field-building will amplify our impact and make
the humanities even more valued, more visible, and more deeply embedded in the lives of
individuals and in our communities.
Through careful consideration of the input we received, and looking at lessons learned
over the years, we decided upon three major components to develop over the next five years:
1) engaging the next generations through humanities education
2) responding more deeply to community needs through grant-making and programs
3) field-building for greater collaboration and impact among those engaged in the
humanities
It is critical that the three components interact and intersect in various ways, and help inform
and build upon each other. At the intersection of all three components lie communication,
collaboration, and convening. As the only state-wide humanities organization in California,
we are uniquely situated to both bring people and organizations together through the
humanities, and help to shed light on why the humanities matter to all of us.

For more information on California Humanities, visit: calhum.org

her work at California Humanities, including teachers,
nonprofit organizations, school administrations,
and college and university members. “A mosaic with
students at the center,” she says. During their first
meeting, there was conversation about whether there
really is a problem or a lack of art education, as well
as a question Fry has been tackling for years, about
integrating the arts and humanities in the teaching of
other subjects, verses the arts as distinct subjects. Fry,
like most others, recognizes the importance both.
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Fry also recently hired an education policy
consultant for California Humanities, and is working
with the California State Department of Education
in Sacramento, as well as meeting with players in the
State Education Coalition. Her work attacks the art
education challenge from a number of angels. “How
do we define the problem, how do we clarify what
needs to be done, and how do we decide what our role
is going to be?” she asks.

*Infographic from calhum.org/about/strategic-framework

“It’s really important that it isn’t just people
in philanthropy leading these conversations,
but it’s the people on the ground who have
experience as artists, classroom teachers...
everybody’s got to work together.”
–J U L I E F R Y
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CHAPTER 6
Reflections

The arts education ecology in the United States
today is multi-faceted. Many non-school entities have
launched arts learning programs to supplement what
is currently lacking in public schools. It can be disconcerting to see that many of the issues around public
school art education that surfaced decades ago are still
relevant today. “In short, the system of arts education
provision that has evolved is highly complex and as
yet has been unable to reverse the dismantling of arts
learning in the nation’s public schools” (Bodilly, 2008,
p. 74). However, rather than accepting scarcity and
the lack of robust in-school arts programs, artists,
educators, and supporters can seek to bring about
significant, systemic change.
In the current political climate, issues of access
and equity in education are more important than ever.
The work I have carried out in this thesis investigation
has revealed to me how deeply policy decisions affect
art education in our public schools. I am a designer
who has seen the disparity between the intrinsic value
of the arts and the limited, often paltry, resources and
funding available for the arts in our public schools. I
have come to the conclusion that we can act as agents of
change—and that we have much to be hopeful about.
As I have described in Chapter 5, stakeholders outside
of the public school system are already significantly
changing the way young people interact with the arts

during the school day. The nonprofit programs I have
examined are overwhelmingly well-constructed and
beneficial to students. These organizations are not
only providing crucial educational services to schools,
but are increasing both public and political support
for the arts in schools through their successes.
These organizations have proven to be more
powerful in combination than in isolation; coordination between K-12 schools, nonprofits, foundations,
government agencies, and higher education institutions shows signs of progress in creating access and
equity in art education. Perhaps it is too soon to judge
whether these efforts represent a nationwide trend,
but “there is evidence that public and private arts
policymakers at the federal level are paying increased
attention to programs that combine educational and
aesthetic experiences” (Zakaras, 2008, p. 93).
Yet, eliminating foundation and donor funding
from these organizations for any appreciable period of
time threatens art education’s survival in many schools.
This is true at every level, from a single school to the
nation as a whole. Art education programs, whether
provided by schools or by nonprofits, are influenced
to a significant degree by an array of educational
policies. To succeed in the long run, partners can
commit to creating a policy context that allows these

Reflections

141

efforts to create lasting change. “Essentially, the field
has two choices: to develop and intensify its capability
to understand and influence policy on its own behalf;
or to accept and react to the policy decisions of others.
It is virtually certain that the art education field risks
grave peril if it allows those external to the field free
rein to shape its policies and policy context” (Hope,
2005, p. 14).
Organizations can convene to compete against the
political and structural systems that devalue the arts,
better leverage resources, and overcome inequities
in provision. Committing to systemic educational
change will help us avoid relying on nonprofits to
be the primary providers of art education to public
school students. The importance of the arts in a
strong public educational system is irrefutable. Public
school systems must be the primary place where all
students receive a high-quality arts education, and
arts supporters can, in turn, offer schools an array of
resources that will enrich the arts learning experience
for students during the day.
Equity in arts education is essential in a time
when cultural and political power is overwhelmingly
concentrated in the white, higher socioeconomic
classes, causing structural barriers to the arts for lowincome families and people of color. The power of the
arts in education lies in their ability to tap into the
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creative capacity of all youths. Through the arts, we
gain access to voices and experiences often silenced or
obscured in dominant national narratives. To deny art
education to large sectors of the American population,
we risk not only keeping those people absent from
future art museums, galleries, and stages, but we risk
under-educating large segments of our nation. In an
increasingly global society, one that is more fluid and
permeable than ever in history, visual culture offers
crucial lessons that all children should be allowed
to benefit from—lessons grounded in inquiry and
problem-solving, expression and communication,
innovation, and joy.
Art has the power to transform people at a level
that far exceeds its current place within our K-12
educational system. My hope and vision is for an
education system where the arts are valued alongside
other subjects as worthy areas of study, as they were
in my childhood public school system. Nonprofits,
artists and designers, and other art supporters can
work to be at the forefront of education policy change,
committing to building more creative communities
and improving the public education system and
the lives of children. It is essential that believers in
the power of the arts commit time for art education
advocacy—by making arguments for what we value,
we can create lasting change.

OTHER RESOURCES
Americans for the Arts: americansforthearts.org
Arts Education Partnership: aep-arts.org
ArtsEdSearch: artsedsearch.org
The Center for Arts Education: centerforartsed.org
CreateCA: createca.net
EdSource: edsource.org
Grantmakers in the Arts: giarts.org/group/arts-funding/arts-education
Los Angeles Unified School District Arts Equity Index: achieve.lausd.net/Page/10594
National Arts Education Association: arteducators.org
National Core Arts Standards: nationalartsstandards.org
National Endowment for the Arts, Art Education: arts.gov/artistic-fields/arts-education
United States Department of Education: ed.gov
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